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Foreword 


This Report is a collective effort. It is the result of the deliberations of a large 
committee, assisted by a talented and loyal staff and a network of able and 
knowledgable consultants. But it is also the product of those thousands of 
people who took the trouble, and cared enough, to give us their views on 
culture and the arts in Canada. This is a committee report, in the widest 
sense: the account of a collective experience. And we think it is the richer for 
all that. 

When we began this exercise some two years ago, neither of us fully 
anticipated the force of the ideas and the strength of the enthusiasm we were 
to encounter throughout the country. As we said in our previously published 
Summary of Briefs and Hearings*, we were deeply impressed with the quali- 
ty, variety and energy of Canadian cultural life. Of course we also found 
discord and disagreement, which was amply documented in the Summary. 
But that is only to be expected in a country as diverse as Canada. In any case, 
culture and the arts flourish best when no one point of view prevails. The 
variety of views we encountered, itself an indication of the vitality of Cana- 
dian cultural life, has contributed immeasurably to the shaping of this Report. 
So our thanks in the first instance must go to those many, many Canadians 
whose interest in, and dedication to, culture and the arts have been such a 
source of inspiration for us. 

Our colleagues on the Committee have laboured congenially with us for 
many months. All of them are busy people with active lives who have cheer- 
fully given of their time and expertise to this enterprise. The many hours 
spent reading briefs and background papers, the days given over to public 
hearings and other consultations, the days and weekends devoted every 
month to meetings and intense discussion — all these show the measure of 
their own dedication. Each brought to this project a different set of strengths, 
talents, experience and knowledge, giving to the Committee as a whole a 
sense of balance and proportion. Much the same could be said of our staff 


EEE 
*Federal Cultural Policy Review Committee, Summary of Briefs and Hearings (Ottawa: Depart: 
ment of Communications), January 1982. 


and consultants. They came to us with many different backgrounds: the arts, 
representing nearly every discipline; government at all levels; private in- 
dustry; the world of scholarship. To them we owe much. 

This Report is the result of a long process of arriving at a collective 
stance on issues which, in some instances, elicited widely divergent views. 
We know that all Committee members have worked hard at reaching general 
agreement on broad principles and on main issues. That of necessity means 
that most if not all of them will still hold varying views on specific topics. This 
is not at all surprising or unusual; it is a reflection of Canada itself. 

Although this Report concludes the work of the Federal Cultural Policy 
Review Committee, it is not regarded by us, nor should it be regarded by 
anyone else, as the end of work in cultural policy. We expect and hope that it 
will trigger lively discussion and dialogue. It is through informed public 
debate that sound public policy emerges. If this Report succeeds in inspiring 
such a continuing debate — and concerted action on the issues we set out in 
these pages — we shall count our efforts well rewarded. 


Louis Applebaum Jacques Hébert 
Chairman Co-chairman 


Federal Cultural Policy 
Review Committee 


*Louis Applebaum, Chairman Hilda Lavoie-Frachon 
Toronto, Ontario Nigadoo, New Brunswick 
*Jacques Hébert, Co-chairman Mary Pratt 

Montreal, Quebec Mount Carmel, Newfoundland 
*Albert Breton, Vice-chairman *Guy Robert 
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*Ted Chapman, Vice-chairman Jean-Louis Roux 
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Joy Cohnstaedt Sam Sniderman 
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Cultural Policies 
and the Public Will 


This book is about the shape and future of cultural policies for Canada. Its 
aim, through the collective voice of this Federal Cultural Policy Review Com- 
mittee, is to make recommendations addressing immediate and long-range 
problems, and to propose a set of guiding principles which will give govern- 
ments a basis for decision-making in the years ahead in fields of cultural ac- 
tivity that reach into the lives of all Canadians. 

In our Summary of Briefs and Hearings, published in January 1982, we 
noted that the proper place for the formulation of our own conclusions and 
recommendations was our planned Report. With the publication of the pre- 
sent document, we are pleased to be able to bring our views - distilled 
through public consultation, research and internal debate — before the people 
of Canada. We shall begin by making a few general observations about the 
principles that have guided our work, before going on to lay the groundwork 
for formal recommendations in the main text. 


Artist and Audience 


The reader will discover, first of all, that we have placed great emphasis on ar- 
tistic creativity, over and above any of the other facets of our cultural life. 
Creative talent can take many forms, and is by no means confined to the 
traditional arts — such as literature, painting and music. There are few fields 
of human endeavour which do not depend in some measure on the applica- 
tion of creative insights. Even within the relatively restricted scope of our own 
inquiry, we have looked beyond contemporary artistic activity to the preser- 
vation of our man-made and natural heritage and the cultural industries of 
broadcasting, publishing, film and sound recording. We believe in particular 
that no cultural policies aimed at promoting contemporary creation can 
possibly succeed unless they are firmly rooted in a respect for our artistic and 
intellectual heritage. 


4 Cultural Policies and the Public Will 


The Committee came to believe, through its months of deliberation, 
that the role of creative artists should be given special priority in considera- 
tion of cultural policies in order that the public might benefit from the results 
of creative work. Artistic creativity has two sides for us — the creative act of 
the artists themselves and the response of audiences and spectators, whose 
sensitivity and imagination allow the work of art to take on a public life of its 
own. The best test of an artist’s work lies in its exposure to the critical gaze of 
discriminating audiences, with well-developed standards of aesthetic judg- 
ment, a desire to share artistic experiences with creative people, and an open- 
ness to new and innovative work. Audiences have to be discriminating in 
order to provide the artist with constructive responses. And audiences need 
to be open to new experiences in order that original work may emerge. It is 
these qualities of the audience, rather than sheer size alone, that must 
become the measure of successful artistic endeavour. We therefore believe 
that one of the chief goals of cultural policy must be to establish strong and 
stable lines of communication between artists of all kinds and those who will 
see, read or hear their messages. 

We believe, moreover, that culture and the arts will best flourish in 
Canada when our artists are able to present their work to audiences with a 
fair measure of freedom from social, economic and political constraints. 
When we speak of freeing artists from social constraints, we are calling for a 
heightened recognition of the role they play in Canadian society. We are sug- 
gesting there must be a change in attitude and that the artistic professions 
must be placed on the same footing as any other honourable and vital voca- 
tion. When creative artists, and what they create, receive recognition and 
esteem commensurate with their contributions to our community and 
culture, much else will follow. 

Recognition will also mark the beginning of a process in which the ar- 
tist is freed from what are now unreasonable economic constraints. A few ar- 
tists at the very top of their fields are, of course, materially well rewarded. 
However, the evidence is overwhelming that Canada does not provide an 
adequate living for most of its professional artists. It is clear to us that the 
largest subsidy to the cultural life of Canada comes not from governments, 
corporations or other patrons, but from the artists themselves, through their 
unpaid or underpaid labour. When creative activity is diminished because 
many artists are unable to earn a decent living, something is lost to us all, 
and our entire culture fails to fulfil its promise. 

When we speak of the removal of political constraints, we mean that 
artistic activities must be sheltered as much as possible from the imperatives 
of government. This idea has clear implications for the effects of public policy 
on cultural life; above all, that policy should facilitate self-expression, rather 
than control or organize it. It has been one of the main tasks of our Commit: 
tee to document and justify the vital role of the federal government in sus- 
taining artistic and cultural activity in this country. But such a role for govern- 
ment does not extend to the exercise of artistic judgment — except where 
government relies on public trustees and professional adjudicators who 
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stand outside the political process. However desirable it may be, state sup- 
port of the arts can have a liberating effect on creative energies only if such 
support is allocated through “arm’s-length” mechanisms, about which we 
shall have much to say in this Report. Without these mechanisms, we would 
put at risk not only the diversity of cultural expression, but also the fragile 
and unpredictable creative process itself. Happily, the Government of Canada 
has recognized and accepted the arms-length principle, which guides its rela- 
tions with most of its cultural agencies. 


Three Decades of Growth 


In a more practical vein, we have interpreted our mandate as requiring us to 
pick up the threads of cultural inquiry where our predecessors, the members 
of the Royal Commission on National Development in the Arts, Letters and 
Sciences, left off in 1951. As we explained in the opening lines of the Sum- 
mary, ours is the first comprehensive inquiry of its kind since Vincent 
Massey, Georges-Henri Lévesque, Norman MacKenzie, Hilda Neatby and 
Arthur Surveyor published their report (to which we shall refer in this book as 
the Massey-Lévesque Report) over 30 years ago. In its decision to follow, at 
least in part, the path surveyed in that report, the federal government wisely 
placed Canada among the fortunate nations of the world by recognizing and 
funding post-secondary education, heritage, the arts and artists. Some of that 
report, therefore, did much to alter the cultural landscape of Canada, even 
though the cultural growth in the period since 1951, which we have recorded 
at various points in this book, might well have taken place spontaneously, 
with or without the encouragement of formal policy recommendations. And 
we are fully aware that the roots of cultural development of which we write 
stretch back for many generations. In any case, we look upon the early 
postwar years as a major watershed, and feel it is instructive to take the 
measure of Canada’s cultural growth in the intervening period. 

When we look back on the past 30 years, we see much the same pat- 
tern of development in virtually every field of cultural life: new facilities for the 
performing arts, new museums and galleries, new community arts centres, 
new libraries and archives, new film and recording studios, new publishing 
ventures, new universities. Naturally there is more to this infrastructure than 
physical plant, important as that may be. There are also the orchestras, 
theatre and dance companies, film and television production groups, artistic 
and crafts cooperatives, and service organizations and professional associa- 
tions of all types. The record of the past 30 years is one of which Canadians 
can be proud, not least because with the growth of this infrastructure has 
come a substantial growth in the artistic community itself — there are simply 
many more artists working in 1982 than were working in 1952, or even 1972 
— and a marked flowering of artistic achievement. In a very real sense, Cana- 
dian cultural life can be said to have gained maturity and distinction. Sheer 
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individual initiative, private donations, corporate sponsorship and various 
other kinds of aid have contributed to this growth, but any fair-minded per- 
son would have to acknowledge the important role played by governments 
at all levels in providing financial and organizational support. 

Yet cultural policy has not been entirely successful in encouraging the 
best use of the human creative resources Canada has in abundance. As a 
democratic and cosmopolitan country, we have thrown open our borders to 
foreign cultural products and not given ourselves sufficient opportunity to en- 
joy the fruits of our own cultural labour. It is a telling state of affairs that our 
broadcasting system boasts the most sophisticated transmission hardware 
in the world — satellites, interactive cable, teletext — while Canadian viewers 
spend 80 per cent of their viewing time watching foreign programs on televi- 
sion. Broadcasting may provide the most striking illustration of this point, but 
it is by no means the only one. Our response to this dilemma is not, however, 
to come down on the side of protectionism, but rather to press home the 
point as forcefully as we can that federal cultural policy has largely favoured 
physical plant and organizational development over artistic creativity and 
achievement. 

While the results of this policy orientation have been beneficial, it must 
be acknowledged that putting up buildings and establishing organizations 
are relatively simple tasks. For one thing, the accomplishments of such activi- 
ty are measurable and therefore more easily explained to electorates and in- 
terest groups. This is one of the reasons why Canadians, when speaking of 
the growth and development of their culture and the arts, leap with alacrity 
to the comfort of numbers: concert halls built, theatre troupes created, televi- 
sion stations constructed, publishing firms founded. These can all be counted 
and added up. But what they add up to is more an industrial and employ- 
ment policy than a cultural policy, properly understood. The bricks and mor- 
tar are necessary, but they are not the end product, the purpose of it all. The 
new task which we as a committee of inquiry into federal cultural policy now 
invite Canadians to undertake is a different and in some ways more difficult 
one. We have come to believe that federal cultural policy must place a new 
emphasis on encouraging the best use of our concert halls, theatres, cinemas, 
galleries and airwaves for the presentation to Canadians of the finest works of 
Canada’s own creative artists. If we fail to make the stimulation of our own 
creative imagination the heart of our cultural policies, we will continue to live 
in a country dependent on the products of other cultures and we will never 
elevate life in Canada to a space essentially its own. 

The stimulation of Canadian creativity will require that the knowledge 
base of culture and the arts be firm. Knowledge and information, and the 
means for their creation, storage and transmission, are fundamental to 
culture and the arts. Knowledge and culture are so closely intertwined at so 
many points that we find it awkward and artificial to treat the relationship as 
a separate subject. For this reason, the reader will find the matter treated at 
various places throughout this Report, often under the headings of education, 
training or research. 
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One aspect of knowledge, however, merits special attention here. 
Canada, and indeed the world, is in the throes of a technological revolution 
which will drastically affect the ways knowledge is created, stored and 
transmitted. By the year 2000, according to a recent report of the Science 
Council of Canada, most homes will have computer terminals, through which 
information can be summoned up and exchanged. The effect of this and 
related innovations on our economy and styles of living will be enormous, 
giving rise to what some have called the “information society.” The effect on 
culture and the arts is less clear, but is likely to be equally dramatic. 

Given current economic conditions, we cannot overemphasize the im- 
portance of seeing many of the recommendations made in this Report as 
part of a series of long-range solutions. It is true that in virtually every artistic 
discipline, practitioners and policy-makers are faced with urgent problems re- 
quiring immediate attention. Frequently these are problems associated with 
an acute shortage of funds, and this Committee remains convinced that, even 
within the present level of federal government expenditures, the proportion 
of the federal budget devoted to cultural activities in the broadest sense - 1.9 
per cent in 1982* — is too low for a society such as ours. We have attempted, 
however, to address ourselves with equal vigour to the less visible but often 
more serious structural, organizational and legislative difficulties which may 
stand in the way of healthy cultural growth over the next two or three 
decades. If this Report can help to lay the groundwork for a rational set of 
cultural policies for Canada between now and the year 2000, then we will 
have done what we set out to do. 


The Goals of Cultural Policy 


The original task we set ourselves was to investigate not culture itself but 
rather federal cultural policy. Cultural policy is a concept that bears some ex- 
plaining. We should say at once that the reader who anticipates a history of 
Canadian art or literature or music will be disappointed. What came within 
our purview was not so much the cultural materials and ideas themselves as 
the institutions and policies that have allowed them to flourish — or stunted 
their growth, as the case may be. If we pretend to offer few insights into the 
aesthetic significance of Canadian arts and letters, this does not mean that 
we have no vision of Canada’s cultural future. It means only that our vision 
must of necessity be couched in institutional rather than aesthetic terms. 


nee ee eee 
*This figure is based on the official Estimates for the Fiscal Year Ending March 31, 1983, and is 
calculated as a percentage of Government Net Costs. These include expenditures for the Com: 
munications portfolio — Arts and Culture sector of the Department of Communications (including 
the subsidy to Canada Post Corporation for handling “cultural mail”), plus the expenditures of 10 
cultural agencies. They also include expenditures for the Secretary of State Multiculturalism pro- 
gram, Official Language Minorities program, and the Historic Parks program of Parks Canada. 
These expenditures for 1981-82 totaled $1.2 billion, compared with total Government Net Costs 
of $66.6 billion. 
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Cultural policy is a relatively new phrase in the Canadian lexicon, and 
not a universally accepted one either. To some, the term has negative or 
monolithic connotations, as if it implied that government should bend culture 
to its own purposes, or pursue some all-encompassing goal through closely 
coordinated means. Whereas we shall frequently refer to cultural policy, 
singular, as a terminological convenience, it is of course more accurate to 
speak of policies, plural, that mixture of goals and means which constitutes 
the political reality - a heritage policy, a film policy, a television policy and so 
on. It is true that the sum of these policies can be said to constitute an overall 
policy, even if the different goals pursued sometimes seem to be inconsistent. 
The only real question in this respect is whether those policies support and 
encourage people’s natural creative instincts or whether they frustrate and 
neglect them. 

In recent years, preoccupation with policy coherence and coordination 
has led to what we believe has been a dilution of cultural policy goals. We 
have observed a tendency to treat cultural policy as a means to other ends — 
social, economic and political. The apparent belief by some that culture is an 
instrument, not an end in itself, has consequences which this Committee 
must regard as undesirable. First, it contributes to a muddling of cultural 
goals with other national goals. We have been told throughout our inquiries 
that culture employs people, that it expands the economy, that it demo- 
cratizes society, that it contributes to mental health, that it unites the coun- 
try, that it advances the national interest in the world. These are all laudable 
goals, ones which we support, but we must respectfully observe that as 
much as possible they should be kept distinct from cultural goals. 

Furthermore, when cultural policy is couched in terms that seem to 
suggest it has purposes other than the purely cultural, it arouses doubts 
about its true purpose. When some new cultural policy is justified on the 
grounds that it promotes national unity, for example, it raises the suspicion 
that its purpose is to homogenize the different cultural traditions that Cana- 
dians so cherish. These suspicions do nothing to enhance the believability of 
either the federal government in general, or its cultural policy in particular. 
Whether such anxieties are well-founded or not is beside the point; the very 
fact that they exist at all should serve as a warning to the federal government 
to choose both its goals and its terms more carefully. We therefore urge the 
federal government to make and administer cultural policy as much as possi- 
ble with a view to the implementation of cultural objectives. No doubt a suc- 
cessful cultural policy will achieve desirable economic, social and political 
results as byproducts, as we shall note in Chapter 2. But these should not be 
allowed to dictate the aims or content of cultural policy itself. 

On the other hand, since art and cultural materials are made by people, 
cultural policies must have a social policy component: the emergence and 
refinement of talent must be encouraged and barriers to the full participation 
of all in cultural life removed. Children with artistic talent are sometimes 
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discouraged by parents from pursuing careers in the arts because of the 
minimal economic rewards and uncertain status these occupations some- 
times afford. The schools themselves, far from nurturing such talent, often 
work to discourage or dissipate it. Some individuals are denied the expres- 
sion of their full creative potential because they are disabled. Still others find 
their artistic aspirations blocked because they live in a region where few 
opportunities for development present themselves. Women are often pre- 
vented from making a greater contribution to arts and culture because they 
are inadequately represented at all levels of the cultural agencies, including 
juries and other selection committees. Developing artistic talent is primarily 
the responsibility of the individual. It remains our view, however, that govern- 
ments must pursue a vigorous social policy aimed at eradicating discrimina- 
tory barriers to the full participation of all Canadians in cultural life. 

The elimination of discriminatory barriers is an imperative of social 
policy. Our Committee believes it is also an imperative of cultural policy. We 
should like to draw special attention to the fact that the present inequitable 
access of women to all levels of responsibility and activity in the cultural sec- 
tor deprives Canadian society as a whole of a vital dimension of human and 
artistic experience. 


Culture in the Social Fabric 


This Committee feels there is reason to rejoice in our differences — regional, 
ethnic, linguistic — rather than to treat them exclusively as problems for solu- 
tion. Diversity is an essential cultural resource. As a country with two official 
languages, each a link to several different cultural traditions, and with many 
other traditions that are all part of the fabric of a complex society composed 
of regions, Canada offers a unique setting for the creative process. Taking the 
fullest advantage of this resource requires that we allow our various cultural 
traditions to reach out freely to each other. Diversity can be closed, in which 
case it is merely a collection of varying solitudes, or it can be open, in which 
case its value as a source of creative inspiration is most fully realized. As a 
general rule, we believe Canadian cultural policy should come down on the 
side of open diversity. 

This principle has a number of implications. It means that federal 
cultural policy should be shaped by the fact that we have two official 
languages, but it should not partition Canadians into two linguistic compart: 
ments. Today, Canadians who speak primarily English have still too little 
awareness of cultural developments among Canadians who speak primarily 
French, and vice versa. Although both linguistic communities are open to 
international culture, they are relatively little aware of each other’s 
achievements. The Committee believes that the federal government should 
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design cultural policy so as to facilitate cultural contact between the two of- 
ficial language groups. The purpose of such contact should be to take best ad- 
vantage of Canada’s linguistic duality, in such a way that policies are not 
seen to have any other objective than the mutual cultural enrichment of both 
linguistic communities. 

For more than three centuries there has developed in Canada a cultural 
tradition of French expression, centred in Quebec, which has survived and 
flourished, which has enriched Canadian cultural life and which experienced a 
new surge of vitality as a result of Quebec’s ‘Quiet Revolution.” Elsewhere in 
the country, in Acadia especially, and in Ontario and certain Western com- 
munities, the French language continues to be the vehicle of cultural expres- 
sion for hundreds of thousands of Canadians. This great tradition must be 
nurtured and cherished. 

For its part, regional diversity has an impact on Canadian cultural ac- 
tivity in at least three ways. First, it provides to the artistic community as a 
whole a number of different regional traditions from which to draw inspira- 
tion. As with language, region shapes our culture by creating distinct areas of 
cultural discourse. Second, regional diversity offers a number of different 
frames of reference, providing that ferment of ideas, values and perceptions 
which we have acknowledged as an important source of creativity. Finally, 
the presence of different regions provides a challenge for the distribution of 
cultural products of all types, a fact of particular consequence for those 
regions distant from the main population centres. There is no clear agree- 
ment among Canadians about what the regions of Canada are, or whether 
there are six or sixty-six, for there is no region of Canada which, on closer ex- 
amination, does not resolve itself into still more regions. Be that as it may, we 
believe that the cultural interests of Canada as a whole are best served when 
all Canadians, regardless of their region of residence, have maximum access 
to cultural products and to the means of cultural expression. The fact of 
regional diversity should inform cultural policy from beginning to end. 

Another important component of Canada’s diversity is ethnicity. Cana- 
dians are descended from almost every ethnic group in the world, making 
Canada a meeting place for the world’s cultural traditions. These traditions, 
moreover, are not mere replicas of cultures developed somewhere else; 
rather, they have taken root in Canadian soil, blossomed and taken on a life, 
a Canadian life, of their own. This has occurred at least in part because Cana- 
dian society provides a supportive atmosphere for cultural diversity. More 
recently that attitude has been embodied in the 1971 federal policy of 
multiculturalism and reinforced by Section 27 of the Charter of Rights. 
Throughout its public hearings, the Committee encountered considerable 
public confusion about this policy. Some measure of misunderstanding may 
come from the fact that, while the policy is described as being cultural in 
nature, in reality it is only partly so, since the Secretary of State’s 
Multiculturalism Program has tended to take on the character of a social 
rather than a cultural policy. Confusion may also arise because the 1971 
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policy is framed in relatively general terms, but in practice has had a relative- 
ly narrow focus — ethnicity. Ethnicity is one important dimension of Canada’s 
cultural diversity, but it is not the totality of it. Any policy of multiculturalism 
which is based solely on ethnicity runs the risk of ignoring other types of 
diversity, such as those deriving from language, religion, age, place of 
residence and so on. The federal government should therefore enlarge its 
present concept of ethnic multiculturalism, to take into account the many 
different types of cultural diversity that exist in Canada. 

In the formulation of principles for cultural policy in general, and with 
special regard to cultural diversity in particular, it is important that no one 
group have privileges, priority or precedence over others. We have come to 
believe, however, that a special place in cultural policy should be reserved for 
peoples of Indian and Inuit ancestry. This should be so for several reasons. To 
begin with, the cultural traditions of the original peoples are uniquely rooted 
in this country, as compared with those more recently derived from other 
cultures. In the second place, the federal government has by treaty, law and 
custom a special responsibility for the well-being of these peoples. Finally, 
and most important of all, the original cultural traditions have a set of values 
and aesthetic standards which have not been easily accommodated within 
the usual structures and practices of federal cultural institutions. 

The Native peoples of this country are sometimes incorrectly thought 
by other Canadians to form a homogeneous cultural group. But these Cana- 
dians in fact derive from many different cultural traditions. It is an important 
fact for the cultural history of Canada that they enjoyed for centuries a rich 
and varied cultural life formed by encounters with the physical environment, 
by migrations and by extensive exchanges among their different com- 
munities. Accordingly, federal heritage policies should put a new emphasis 
on the preservation, development and exhibition of the products of our 
original cultures. Even so, the point was repeatedly made to us by Native ar- 
tists and others that the art of the original cultures is all too often treated as if 
it were part of a now dead past. This Committee is convinced that Native ar- 
tists must be recognized first and foremost as contemporary Canadian ar- 
tists, whatever their field, and that federal policy should give special priority 
to promoting both traditional and contemporary creative work by artists of 
Indian and Inuit ancestry. 


About This Report 


The principles we have underscored in this introductory chapter do not pur- 
port to exhaust this Committee’s concerns, and the reader is now invited to 
turn to the main text for further elaboration. To a large extent, we have been 
able to shape the vast amounts of material that have come to our attention 
to correspond either to certain professions and disciplines, or else to govern- 
ment programs and policies. This correspondence explains why the reader 


12 Cultural Policies and the Public Will 


will find many parallels between the structure of this Report and that of our 
Summary. On the other hand, we experienced more difficulty structuring our 
comments on certain subjects that cut across disciplinary lines, such as tax 
questions, community arts, national service organizations and so on. We 
have therefore provided a detailed index of subjects and proper names, to 
enable the reader to make the best possible use of this document. Other 
material of an interdisciplinary or more general nature will be found in 
Chapters 2, 3, 4 and 11. 

Finally, we wish to make it clear to whom this Report is addressed. In 
the first instance, it is addressed to the Minister of Communications and his 
colleagues in the federal government, as well as to the numerous officials 
who will play a role in the evaluation and possible implementation of our 
recommendations. We believe that other readers — artists, administrators, 
critics, anyone with a professional interest in arts and culture — will find 
useful information and, we hope, stimulus in these pages. But we also ad- 
dress our fellow citizens, whose lives are touched by the many facets of 
cultural activity. Our recommendations are addressed to them, as much as to 
the men and women of government. Decision-makers will muster the political 
will to transform our cultural landscape when they have read the shape of 
the future in the will of those who elect them. 
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Culture 


Society, Culture and Government 


We start from a view of Canadian society that sees it as an aggregate of 
distinctive spheres of activity. Each of these has its own values and purposes 
and its own network of institutions, interacting with one another in myriad 
ways but equal in their social importance. The political order — the state — is 
one of these great spheres and institutional systems; the cultural world is 
another. Both are expressions of the society in which they are rooted but 
both, at the same time, are major forces in shaping that society. Inevitably, 
they intersect. The human wants, perceptions and prejudices by which 
governments are driven or constrained are, in large part, expressions of the 
Culture. Conversely, the system of government influences all social activity, 
and all spheres of society, including the cultural, tend to develop their 
characteristic institutions in patterns that fit the political system and to define 
their own wants in terms that invite responses by governments. 

Up to a point, the strength of each sphere is dependent on the strength 
of the other. Certainly the phenomenal surge of artistic activity in Canada 
over the past three decades has not been unrelated to the expansion of 
government operations (at all levels) during the same period — and especially 
to the growth of resources at the disposal of Canadian governments. And, as 
governments discovered in the year of the Centennial, cultural activity — by 
strengthening the cohesion of society — can strengthen the social underpin- 
nings of government itself. 

But there is a danger, too, in this seemingly happy interdependence of 
government and culture, for they do not pursue the same ends. Government 
serves the social need for order, predictability and control — seeking consen- 
sus, establishing norms, and offering uniformity of treatment. Cultural activi- 
ty, by contrast, thrives on spontaneity and accepts diversity, discord and dis- 
sent as natural conditions — and withers if it is legislated or directed. The well- 
being of society is threatened if the state intrudes into the cultural realm in 
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ways that subordinate the role and purposes of the latter to the role and pur- 
poses of government itself — or of any other spheres of activity. Moreover, the 
cultural sphere, embracing as it does artistic and intellectual activity, has as 
one of its central functions the critical scrutiny of all other spheres including 
the political. On this score alone it cannot be subordinated to the others. 

This critical function suggests an analogy with religion, as an autono- 
mous source of moral judgment resting on its own authority. After a pro- 
tracted struggle, the separation of church and state was achieved, despite 
lingering uncertainties from time to time about the proper role of government 
in regulating or constraining the actions of particular sects or cults. Nor has it 
proven impossible to reconcile this separation with government practices 
which give legal force to religious sacraments or, through the tax laws, pro- 
vide material support to religious institutions. A comparable separation of 
culture and the state, it might be argued, is no less necessary. 

A similar parallel might be drawn with the relationship of government 
to the institutions of public information and comment — which may, in fact, 
be seen as a segment of the cultural sphere. Limitations are imposed by 
government on the media of expression in the form of libel laws (subject to 
varying doctrines of fair comment), but the threat of Sedition Acts is a thing 
of the past — and critics of the Report of the Royal Commission on 
Newspapers (Kent Commission), with whatever justification, find an easy 
recourse to historic arguments for an arm’s-length relationship between 
government and the press. In short, by these analogies, “freedom of cultural 
pursuits” might claim equal standing in a bill of rights with “freedom of 
religion” and “freedom of thought and expression.” 

But against these analogies, others may be cited in which the role of 
government has taken a very different course. There was a time when the 
sphere of economic activity was widely considered to be beyond the range of 
legitimate political authority, but exponents of uncompromising laissez-faire 
are rarities today. And in the matter of public education - more closely allied 
to the question of cultural life, perhaps — the model developed at the end of 
the 18th century in Prussia has become the near-universal model, in which all 
significant aspects are subject to direction by ministers and their departmen- 
tal bureaucracies: not just financing, but the choice of educational objectives, 
the planning of curricula, the selection of texts, and the training and certifica- 
tion of teachers. The strong element of community control that characterized 
public education in our own earlier tradition has given way progressively to 
provincial direction, and the Committee encountered widespread support for 
the criticism of the Organization for Economic Cooperation and Development 
of Canada’s failure to develop national educational goals and standards. It is 
by no means certain that the autonomy enjoyed historically by post- 
secondary institutions will not suffer the same erosion. 

Is there a stronger case to be made for the autonomy of the cultural 
sphere than for that of public education and its institutional system? The 
answer may lie in the distinction made by the Massey-Lévesque Commission 
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beween Formal Education — schooling — and General Education, of which 
schooling is only one element. (Culture, in the Commissioners’ definition, 
represented the intellectual and aesthetic aspects of general education.) 
Schooling, the concern of public systems of education operated under 
government direction, is a compulsory activity which is largely instrumental 
in character, in that it serves the needs of other spheres of social activity, in- 
cluding the economic and political. By contrast, culture involves spontaneous 
or at least voluntary activity by all members of society, and its value and 
_Satisfactions are essentially intrinsic, rather than instrumental. 

How far is it reasonable to expect government to deal with culture in 
terms of its own intrinsic values rather than as an instrument for other ends? 
In some circumstances, it will clearly be used for the purposes of government 
itself. Architectural design — whether on Parliament Hill or in the Toronto city 
hall — makes a statement about the place of government in society. Interna- 
tional cultural relations serve diplomatic objectives as does participation in 
international sporting events and expositions. If tapestry collections and 
talent competitions can be used to sell cigarettes, it is to be expected that 
governments will use similar devices to further their own version of brand 
loyalty. 

The question of purposes arises when the government intervenes in 
the cultural sphere in ways that can have a decisive influence on cultural life 
— as patron, regulator, producer or provider of services. Our cultural life has 
become dependent on’ these interventions, and not the least of this Commit: 
tee’s tasks is to suggest how, in the process, cultural values and purposes 
can best be reconciled with the imperatives of government itself. 


The Imperatives of Government 


The working of government entails the balancing of specific public demands 
not only against the resources available but also against other competing 
and sometimes contradictory public wants. In considering alternative 
responses to a demand for action, government must calculate in effect the 
degree of public satisfaction likely to result from each possible response, 
measured against the degree of public dissatisfaction likely to be engendered. 
In the process it must weigh not only the direct effects (both benefits and 
costs) of each course contemplated, but also the indirect effects on courses of 
action pursued or contemplated in response to other demands. In all its 
aspects it is a political process in that, although costs and benefits may be 
discussed in economic or social terms, the ultimate calculation must always 
be made in terms of votes rather than dollars or jobs or morbidity rates. To 
say that a policy must win more votes than it loses is not a cynical quip; it is 
simply a shorthand way of saying that it must yield the most favourable 
possible balance of public benefits and must be felt by the public to do so. 
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The processes of government involve the interplay of two institutional 
systems. The first is political, involving all the instruments and processes of 
public expression, including interest groups and the media, together with the 
specialized institutions for mobilizing and channeling public views: parties, 
Parliament and the cabinet. The other is administrative, comprising the ex- 
ecutive machinery of government: cabinet, and all the departments and 
agencies under its direction. What is most significant for the development, ex- 
ecution and adjustment of policy is the one element common to both: the 
ministers. 

The characteristic instrument through which ministers act is the 
department. The conclusion of the 1960-63 Royal Commission on Govern- 
ment Organization (Glassco Commission) was that “the departmental form of 
organization is admirably suited to the needs of government in a parliamen- 
tary democracy. It is adaptable to almost any conceivable purpose and 
unrivalled in its sensitivity to public wants.” Its versatility is reflected in the 
fact that it has been employed for every conceivable purpose: within the 
cultural realm alone, it has been used to provide schools, libraries, archives, 
museums, parks, exhibitions, entertainments, and laboratories, and to assist 
artistic, educational, and scientific or scholarly activities of every kind by in- 
stitutions and persons throughout our society. 

Within the departmental form, the role of ministers is crucial. All ac- 
tions of any consequence are taken in their name and their powers enable 
them to ensure that all actions conform to the “public interest” as interpreted 
by them and their colleagues in response to their constant exposure to the 
political process. Moreover - although it is frequently overlooked — the 
departmental machinery is itself very much a part of that political process, 
providing as it does a powerful and continuous feedback to the minister 
about the wants, opinions and reactions to government operations from 
those sectors of the public with whom the department deals from day to day. 

Within recent years, the evolution of government has reflected a grow- 
ing preoccupation with the collective role of ministers. Sheer growth in the 
size and complexity of operations gave rise to what might be termed 
managerial concerns with administrative consistency and the allocation of 
resources. The history of these preoccupations can be traced in the develop- 
ment of such central authorities as the Treasury Board, the Public Service 
Commission, and more recently the Comptroller General, and in the growing 
array of common service departments such as Public Works, and Supply and 
Services. The search for better control over the allocation of resources is 
reflected in the creation of coordinating ministries of state for economic and 
regional development and for social development, and in the associated 
“envelope” system of expenditure control. 

Until the mid-1960s, these managerial matters were the dominant con- 
cerns in the development of the machinery of government. But in the past 15 
years, two other preoccupations have risen to the fore, both of them essen- 
tially political: policy coherence and accountability. 
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The operative idea behind the concern for policy coherence was sum- 
med up a few years ago by a Secretary to the Cabinet: “Governments must 
look to the public interest as a whole, and must have a comprehensive over- 
view in which specific problems are seen as they relate to the whole.” By 
various means of internal consultation and coordination — with the cabinet 
system as the central element — governments try to ensure that all their ob- 
jectives are accommodated, as far as possible, in everything they do; the 
ideal is that the entire range of aims is brought to bear on every decision of 
consequence involving the policies and programs of each ministry. Because 
what is reflected in the array of objectives being pursued at any given mo- 
ment is the complexity of public demands and attitudes, it is characterized 
by inner contradictions and conflicts. As a result, decisions made in response 
to any one set of wants are inevitably modified — or “contaminated” in the 
eyes of those intended to benefit directly — by motives that may seem at best 
tangential to the problems to which those decisions are ostensibly addres- 
sed. This means that although cultural policy will be about government ac- 
tion affecting cultural activity, it may tend not to be a policy exclusively for 
culture, but to be influenced in varying degrees by considerations of, say, 
economic growth, or social justice, or national unity. And the more complete- 
ly any sphere of activity is brought within the regular framework of collective 
ministerial direction, the more it will be subjected to the interplay of these 
divergent aims. 

The final matter of concern — accountability - is as old as the 
parliamentary system itself, having taken many forms throughout the cen- 
turies: in the British parliamentary contests with the Tudors and Stuarts, in 
the impeachment process of the century following the Restoration, in the 
evolution of cabinet responsibility (and in North America in the struggle for 
responsible government), and in the office of the Auditor General of Canada 
and the parliamentary scrutiny of public accounts. 

As Parliament developed its instruments for exacting an accounting 
from ministers, the latter faced a growing problem of ensuring accountability 
within their burgeoning bureaucracies. From the 1930s to the 1960s, heavy 
reliance was placed on the Comptroller of the Treasury, armed with the for- 
midable but cumbersome power of pre-audit. Financial control was further 
systematized in 1951 by the Financial Administration Act — still, with subse- 
quent modifications, the basis for government control of expenditures and 
accounts. When the Comptroller of the Treasury was swept away, following 
the Glassco Commission Report, new measures were tried, including revised 
formats for the expenditure estimates and annual accounts. Complaints by 
the Auditor General in the 1970s that the government was losing control of 
expenditures led to the Royal Commission on Financial Management and Ac- 
countability (Lambert Commission), the creation of the office of Comptroller 
General, and the enlargement of the investigative and evaluative role of the 
office of Auditor General itself. 
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The Cultural Agencies of Government 


For the regular departments of government, the adjustment to increased em- 
phasis on policy coherence, accountability, resource allocation and expen- 
diture control has not involved any drastic departures from their accustomed 
ways. Ministerial direction has, after all, always been a basic fact of life for 
them, and the switch in emphasis toward a more collective exercise of the 
ministerial function is a relatively minor complication. Similarly, they have 
long been used to working within a framework of administrative direction 
designed and applied by such central agencies as the Treasury Board, the 
Public Service Commission and, until the 1960s, the Comptroller of the 
Treasury. 

By contrast, however, the Crown corporations, boards, councils and 
commissions that have proliferated in recent decades have not shared fully in 
the tradition of central direction, and as a consequence, the developments of 
the past few years have focused attention on their status and relationships 
with ministers and central agencies. Included among these nondepartmental 
bodies are a number of organizations that have served as the principal in- 
struments of federal government action in cultural matters. Their status and 
relations with government are crucial questions in any review of cultural 
policy. 

These cultural agencies differ from government departments in a 
number of ways, with little consistency among them. For most — including 
the Canada Council, the Canadian Broadcasting Corporation, the Canadian 
Film Development Corporation, the Canadian Radio-television and Telecom- 
munications Commission, the National Arts Centre, the National Museums of 
Canada, the Social Sciences and Humanities Research Council, and, for some 
purposes, the National Film Board — the existence of a directing board implies 
a curtailment of the role played by a minister in relation to a department, and 
is an impediment to the collective ministerial pursuit of policy coherence. Ad- 
ministrative consistency, as it applies to departments, is breached by varying 
exemptions from the Financial Administration Act, the Public Service Employ- 
ment Act and the Public Service Staff Relations Act. For some agencies, 
ministers retain control over the allocation of resources only in terms of the 
very broad program headings identified in the spending estimates approved 
by Parliament. And each variation in the ministerial role and administrative 
practice carries with it, if not a diminution of accountability, at least a varia- 
tion in its application. 

To quote again from the Glassco Report, “In effect the use of a 
nondepartmental form involves a decision that the ministerial function be 
restricted — and parliamentary acceptance of a corresponding diminution of 
ministerial responsibility. Because the departmental form offers the max- 
imum in flexibility and responsiveness to public wants, there must clearly be 
special reasons for such a decision.” 
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Historically a number of “special reasons” became generally accepted 
as sufficient justification for exceptions to the departmental pattern, including 
circumstances such as the following: 


' assignment of quasi-judicial responsibilities; 

° the necessity of conforming to commercial practice in the conduct 
of operations of a commercial character; 

: responsibility for decisions on sensitive questions of taste and 
quality; 

< generally, a need for freedom from partisan political pressures. 


In recent years, however, questions have been raised about the nature 
and extent of the exemptions ascribed to the nondepartmental agencies. 
These challenges can be identified under two headings: policy direction and 
administrative controls, bearing in mind that the traditional distinction be- 
tween policy and administration is, in important respects, an artificial one. 


Policy Direction and the Cultural Agencies 

The essential question about policy is whether matters of public policy, in- 
volving the expenditure of public funds, must for all purposes and in all 
respects be subject to ministerial direction. The challenge to the traditional 
view that cultural agencies should be free from such direction was ex- 
emplified in a speech given to the Canadian Conference of the Arts on May 4, 
1979, by the Honourable John Roberts, then Secretary of State and the 
minister responsible at the time for the cultural agencies. After reaffirming the 
responsibility of the Canada Council for creative excellence, of the Canadian 
Broadcasting Corporation for programming, of the National Film Board for 
production and of the National Museums of Canada for acquisitions, the 
minister went on to assert his own responsibility for a wider range of deci- 
sions about policy, using the Canada Council as an example: 


“Beyond the raw decision about amounts of money, the govern- 
ment must also develop its views on many other matters of public 
policy: in what parts of the country should cultural institutions be? 
should economically deprived and geographically remote areas get 
special attention? to what extent should Canadian content be a fac- 
tor? what proportion of total revenue should come from the box of: 
fice? does the federal government have an educational role in 
culture? how to relate provincial government priorities to federal 
government priorities? These and many other questions are essen- 
tially questions of public policy. The government must answer them 
[and] ... must be held responsible by Parliament and the country 
for the result.” 
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The Lambert Commission in 1979 reached the same view. “Because 
Crown agencies are instruments of public purpose, just as are departments, 
ultimately the doctrine of individual and collective responsibility must be 
preserved... . Since in the last analysis, the policies being implemented are 
those of the Government, which must bear responsibility for them, there 
must be an instrument available to the Government to resolve the inherent 
tension that may develop between it and the Crown agency.” 

The instrument proposed by the Lambert Commission was the formal 
ministerial directive. When a proposed Crown Corporations Act was introduc- 
ed in the fall of 1979 as Bill C-27, it included provision for such a device. Sec- 
tion 9 of the bill provided that ‘the Governor in Council may, by order, give to 
any Crown corporation such directive as in his opinion is necessary or 
desirable for the better advancement of the national interests of Canada.” 
Several qualifications were included: directives could not relate to the “perfor- 
mance of duties of an advisory nature” (since it would clearly be ludicrous to 
direct an adviser concerning the advice he was to give), or to “the provision 
of financial aid or other assistance...to or for the benefit of any particular per- 
son.” In other words, the directive could not say which person is or is not to 
get grants. But the directives could relate, for example, to any of the ques- 
tions listed by Mr Roberts in the passage quoted from his speech of May 4, 
1979 — or, for that matter, to those questions of judgment which he had iden- 
tified as agency responsibilities, including Canadian Broadcasting Corporation 
programming decisions, National Film Board production decisions, acquisi- 
tions by the National Museums, and Canada Council judgments of ‘‘creative 
excellence” involving performing arts companies or other organizations 
rather than individual artists. 

The draft Crown Corporations Act was not, in the end, enacted, and in 
June of 1982 the government took a different legislative approach, in Part V 
of Bill C-123, the Government Organization Act, 1982. (The bill was not in fact 
passed before adjournment for the summer recess of that year, but it re- 
mains in the government’s legislative program for the future.) Under the pro- 
visions of this draft statute, the Financial Administration Act would be 
amended to give the government the powers conferred on a sole stockholder 
under the Canada Business Corporations Act to give binding directions on 
any matter. 

It has been the view of successive governments, and of the Lambert 
Commission, that the use of such a power of direction would be exceptional. 
It should be noted that the government of the United Kingdom has long had 
comparable powers in relation to its cultural agencies, including the British 
Broadcasting Corporation, but has used them rarely and without arousing 
fears of untoward political interference. Canadian cultural agencies are 
already subject to ministerial direction under the Official Languages Act on 
matters of language policy. The earlier draft Crown Corporations Act provided 
that such direction be exercised only after consultation with the board of the 
agency concerned, and would have required that orders-in-council containing 
directives be tabled in Parliament. By contrast, the new approach adopted in 
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the draft Government Organization Act of 1982, which would confer an 
unlimited power of direction, makes no provision for either prior consultation 
or subsequent tabling. 

While accepting the propriety of ministerial direction, when authorized 
by Parliament, on such specific questions of public policy as language re- 
quirements and conflict-of-interest rules, the cultural agencies — and much of 
the cultural community throughout the country — have expressed anxiety 
about the creation of a directing power in matters involving judgments of 
cultural needs and standards. The necessity of shielding cultural activity from 
the power of the state was a recurring theme in representations made to this 
Committee. The “tensions” that the Lambert Commission would resolve in 
favour of the government are depicted, in effect, as tensions between the 
government’s concern with order and unity and the frequently anarchic 
character of cultural activity, which can by their nature only be accom- 
modated (but not resolved) within autonomous bodies. 

In the face of objections such as these, the government has deferred ac- 
tion. In announcing the introduction of Bill C-123, the President of the Treasury 
Board stated that, pending completion of the government’s review of cultural 
policy, the proposed changes in ministerial powers of direction would not be 
applied to ‘corporations with a cultural mandate.” This Committee had, in 
fact; been asked to examine the implications of such powers in relation to the 
earlier proposals contained in the draft Crown Corporations Act. 

Is it realistic to expect that cultural agencies in the conduct of their 
operations will or should be insulated from major preoccupations of the 
government, whether the latter relate directly to cultural matters or to other 
matters? Or can a case be made for a broad exemption of some cultural agen- 
cies — for purposes going beyond the awarding of grants — from the power of 
ministerial direction? These are the questions which have confronted this 
Committee. 


Administrative Controls 

Long before policy direction became the live issue it is today, the federal 
government sought to systematize its relations with its nondepartmental 
organizations in matters of administration — especially financial administra- 
tion. The Financial Administration Act of 1951 — which continues to provide 
the basic framework for the management of government finances — included 
a cluster of sections headed “Crown corporations” in which an effort was 
made to categorize the corporate agencies for purposes of financial control. 
Two of the categories — the “Agency” and “Proprietary” corporations listed in 
Schedules C and D — were given a general exemption from the provisions of 
the Act relating to departments. They are able to manage their own funds, in- 
cluding those provided by parliamentary appropriations, to maintain their 
own accounts and to follow accrual accounting practices instead of the cash 
accounting practised by the government — being spared the lapsing of un- 
spent balances at the end of the fiscal year. They are, nonetheless, required to 
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submit their annual capital budgets for ministerial approval, and Agency cor- 
porations must, in addition, secure approval of their annual operating 
budgets. For a third category, however — listed as “Departmental corpora: 
tions” in Schedule B — the financial controls and practices are identical to 
those applied to departments. 

Among the cultural agencies of most direct interest to this Committee, 
two, the National Museums of Canada and the Social Sciences and 
Humanities Research Council, are Departmental (or Schedule B) corporations, 
the Canadian Film Development Corporation is an Agency corporation 
(Schedule C), and the Canadian Broadcasting Corporation is a Proprietary cor- 
poration (Schedule D). Two others, the Canada Council and National Arts Cen- 
tre, are totally exempt from the Financial Administration Act, and four others, 
the Canadian Radio-television and Telecommunications Commission, the Na- 
tional: Film Board, the National Library of Canada and the Public Archives of 
Canada, lack corporate status and are treated as departments. 

The Lambert Commission devoted a good deal of attention to the 
classification of agencies and the prescription of administrative relationships. 

For two cultural agencies — the National Library and the Public Ar- 
chives — the governing characteristic in the eyes of the Commission was that 
the ‘care and management” of operations was assigned to a senior official, 
“under the direction of a minister who reports to Parliament.” The conclusion 
was that these should operate in every respect like a department of govern- 
ment — as, in fact, they now do. 

For a second group - including the Canadian Radio-television and 
Telecommunications Commission, the Canada Council, the Canadian Film 
Development Corporation and the Social Sciences and Humanities Research 
Council — the “care and management” of administrative operations was 
ascribed to the chairman or permanent head. “The board or commission in 
this instance plays no part in the management of the agency,” and “for all 
financial and personnel matters, the head of the agency, as chief executive of- 
ficer, has a relationship with the central agencies akin to that of a deputy 
minister of department.” They should, in consequence, be subject to the 
Financial Administration Act and the Public Service Employment Act. - 

Only within a third group — which included the Canadian Broadcasting 
Corporation, the National Arts Centre, the National Film Board and the 
National Museums of Canada — was the “care and management,” the respon- 
sibility for administration, considered by the Commission to be the respon- 
sibility of the board and therefore exempt from the normal relationship with 
central agencies under the Financial Administration Act. 

The other critical element of administrative practice relates to person- 
nel administration. Agencies that are classified as departments or Depart- 
mental (Schedule B) corporations under the Financial Administration Act are 
subject to central controls over the numbers of their staff, the classification of 
positions and rates of pay. All of these agencies are bound by the Public Ser- 
vice Employment Act and must therefore observe the staffing rules and pro- 
cedures prescribed by the Public Service Commission. The Public Service Staff 
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Relations Act also applies to this group. Two of these bodies, however — the 
National Film Board and the Social Sciences and Humanities Research Council 
— are designated as “separate employers,” and as such undertake their own 
staffing and negotiate their own collective agreements with their staff. 

The other agencies — the Canada Council, Canadian Broadcasting Cor- 
poration, Canadian Film Development Corporation and National Arts Centre — 
are exempt not only from the establishment and classification controls of the 
Treasury Board, but also from the Public Service Employment Act and the 
Public Service Staff Relations Act. They do, however, report their actual and 
projected manpower levels, which are published in the expenditure estimates 
presented annually to Parliament. And in determining the classification and 
rates of pay of their personnel, they are heavily influenced by the standards 
of the public service applying to comparable skills and duties, where these 
exist. All four of these agencies, however, draw their professional — and in- 
creasingly much of their managerial — staff from the cultural sector, often on 
relatively short contracts, and would find it inappropriate, if not difficult, to be 
treated as part of the public service. 

It must be accepted that, although all controls are irksome and may, if 
excessive, create what is seen as a cocoon of “red tape,” an agency is in no 
worse position than a department unless some particular control can be 
shown to impede the pursuit of its objectives. Even the latter condition may 
not be a sufficient argument if the “impediment” suffered by the agency is ex- 
perienced equally by departments and is considered by ministers and Parlia- 
ment to be an inescapable cost of doing public business. 

To illustrate: that parliamentary control of budgeting and accounting 
must be on a cash rather than an accrual basis and that all funds ap- 
propriated must be disbursed within the fiscal year for which they are ap- 
proved, are, in effect, matters of dogma. The strength of this principle was 
demonstrated by the Adjustment of Accounts Act of 1980 which abolished 
certain non-lapsing special accounts that had facilitated the operations of 
several cultural agencies. For the National Film Board, the loss of the Special 
Operating Account meant that, from April 1981, all film production expen- 
ditures have had to be made out of parliamentary appropriations and within 
the year for which the appropriation was made, and that any earned 
revenues go to the Consolidated Revenue Fund with no benefit to the Board. 
At the same time the four national museums lost their Special Purchase Ac- 
counts which had enabled them to husband acquisition funds in order to ex- 
ploit market opportunities as they arose. 

Any argument against a change to cash accounting for agencies such 
as the Canada Council or the Canadian Broadcasting Corporation might en- 
counter the objection that it could be applied with equal force to departmen- 
tal operations. And it would be naive — and futile — to suggest that the 
centuries-old pattern of budgetary control and accounting practice embed: 
ded in the tradition of parliamentary control of the public purse should be 
radically altered, even if it can be shown that very large and complex 
organizations in the private sector achieve equal if not better control over 
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financial operations using accrual budgeting and accounting. The same kind 
of difficulty is encountered — although with less intensity — by any argument 
for exemption from government-wide standards and practices in personnel 
administration. 

In the last analysis, demands for administrative consistency can be 
countered only if it can be shown, first, that there is a case for shielding an 
agency’s operations from normal ministerial policy direction, and second, 
that the imposition of normal government practices relating to financial and 
personnel administration would significantly impair that operational 
autonomy in substantive matters. 


Criteria for Defining Cultural Agency Status 


As nondepartmental organizations have proliferated, the federal government 
has tried to devise a classification system that would serve to maintain an 
orderly system of relationships between the agencies on the one hand, and 
Parliament, ministers and the central machinery of government on the other. 
For all the effort expended, the results have been unsatisfactory — and par- 
ticularly for the cultural agencies, which form a very small subset within a 
total of some 170 Crown corporations identified in Bill C-27 of 1979. 

The two major attempts at a rational classification to date are to be 
found in the Financial Administration Act of 1951 and the Lambert Report of 
1979. In both of these the essential criterion was the nature of the operation 
engaged in by the agency and, in particular, its degree of resemblance to 
operations found in the private sector. 

The Financial Administration Act, as noted above, established three 
schedules of Crown corporations. Departmental corporations, listed in 
Schedule B, were defined as those providing ‘“‘administrative, supervisory or 
regulatory services.” Agency corporations, listed in Schedule C, embraced 
“trading or service operations on a quasi-commercial basis” and “the 
management of procurement, construction or disposal activities.” The Pro- 
prietary corporations (Schedule D) were characterized by ‘the management 
of lending or financial operations or...of commercial operations involving the 
production of or dealing in goods, and the supplying of services to the 
public,” and these agencies were “ordinarily expected” to conduct their 
operations without appropriations. The latter enjoy the greatest freedom 
from central controls; the first group are assimilated to departments. 

From the start it proved difficult to fit all agencies into this classifica- 
tion. The Canadian Broadcasting Corporation has remained under Schedule D. 
despite its dependence on appropriations. The Canada Council and National 
Arts Centre were simply excluded from the Act. Yet when the Canada Coun- 
cil’s activities in support of the humanities and social sciences were with- 
drawn in 1978 to form a new agency — the Social Sciences and Humanities 
Research Council — the new organization was assigned to Schedule B, on the 
analogy of the Medical Research Council. 
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The Lambert Commission, employing a similar approach, proposed 
that all agencies be fitted into two categories. The first, which they termed 
“Independent Deciding and Advisory Bodies,” would comprise organizations 
having “‘adjudicative, regulatory, granting, research and advisory functions,” 
including the Canada Council, the Canadian Film Development Corporation, 
the Canadian Radio-television and Telecommunications Commission and the 
Social Sciences and Humanities Research Council. For these, as noted, the 
chief executive officer, charged with the “care and management” of the agen- 
cy, would be subject to the central agencies in the same way as the deputy 
head of a department. Only the other group was classed by the Commission 
as “Crown corporations,” and these would be characterized by having “tasks 
akin to private sector entrepreneurial undertakings in a market setting.” The 
Canadian Broadcasting Corporation, National Arts Centre, National Film 
Board and National Museums of Canada were included in this group, which 
would be exempt from financial control by the central agencies. 

This preoccupation with similarities and differences between the opera- 
tions of public agencies and those of private commercial organizations was 
also reflected in the proposed classification of agencies contained in the draft 
Crown Corporations Act of 1979, but no attempt was made in that bill to 
define the criteria for classification. Instead, the drafters of the bill seemed 
reconciled to a view put forward in a “Blue Paper” on Crown Corporations, 
published by the Privy Council Office in 1977, which had abandoned the no- 
tion of a descriptive classification. “It is the Government’s view,” according to 
this document, “that, 


“those parts of the present criteria for Schedules B, C and D relating 
to the type of operation conducted by the corporations listed 
therein are unnecessary and make accurate classification more dif- 
ficult. It is proposed, therefore, that those parts be removed... - 
Crown corporations would then be listed in a particular schedule, 
not by what they do but by the degree of financial management 
and control over them required by the government.” 


The source of the difficulty, it seems to us, lies in trying to ascribe 
degrees of autonomy solely on the basis of the character of the operations. 
For the cultural agencies, it is our view that an acceptable accommodation of 
government imperatives and cultural values can be achieved only by 
simultaneously employing two approaches: first, an examination of the 
operational character of the agencies, and second, an examination of the 
cultural impact or significance of each agency’s activities - by a blending, in 
effect, of the insider’s and outsider’s view of the agency’s functions. Only in 
this way can one determine whether cultural values are equally vulnerable 
and the imperatives of government equally strong in relation to all kinds of 
operations and in all domains of the cultural sphere. Or whether it is possible, 
by varying organizational forms and relationships along a spectrum of alter- 
natives ranging from full autonomy to full ministerial control, to strike a 
satisfactory balance of political and cultural objectives. 
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Character of Operations of the Cultural Agencies 

Operational roles can be categorized in several ways. The approach most 
commonly adopted is to distinguish between different types of activity: ad- 
visory, regulatory, sustaining, operating, and developmental. 

On closer analysis, however, any such classification proves inadequate 
as a basis for determining the degree of autonomy required by an agency. An 
advisory body must obviously make its own decisions about the advice it will 
give; to suggest that it be subject to any kind of direction on this score would 
clearly be absurd. But the relationship with government appropriate to all 
other kinds of activities is a good deal less clear. 

For regulatory activities — such as those of the Canadian Radio- 
television and Telecommunications Commission — opposing considerations 
must be weighed. Studies of the regulatory process have frequently stressed 
the need for some safeguard against the disturbing tendency of regulatory 
bodies to become insensitive to interests broader than those of the industries 
they regulate. And it is frequently argued that on regulatory decisions that 
raise major questions of public policy, ministers should exercise a power of 
direction, reflecting their public accountability for interpreting the public in- 
terest. Against this, however, must be set the countervailing principle, equally 
valid, of the importance of maintaining the integrity of the regulatory process, 
which requires that the process be (and be perceived to be) fair and impartial 
and conducted at arm’s length from the political process. In short, the fact of 
engaging in a regulatory activity may not, by itself, provide an adequate 
guide in determining the relationship. 

For sustaining activities, which provide financial support for cultural ac- 
tivities, a number of questions arise. As will be seen, whether that support is 
directed to individuals, to industrial or nonindustrial organizations, or to com- 
munities, may make a difference in deciding what measure of political direc- 
tion is necessary or tolerable. Whether the support is granted automatically if 
certain objective criteria are satisfied, or by some politically determined for- 
mula, or only after a process of selection involving a judgment of cultural 
merit or entitlement, is another crucial question. What must be borne in mind 
is that the sustaining role of government — no less than the regulatory — is an 
aspect of its immense coercive power, which embraces both the power to 
compel or prohibit on threat of punishment and the power to entice and ca- 
jole by promise of reward. Rewards are as coercive as punishments, even if 
less painful to those coerced. 

Developmental activities may employ the same range of methods as 
sustaining activities and in the same range of circumstances; consequently all 
the questions identified under that heading apply with equal force in this 
category of activity. It should also be noted that government programs under 
this heading (the Cultural Initiatives Program of the Department of Com- 
munications is a case in point) include a large measure of capital assistance 
to enlarge or improve the facilities for various modes of cultural expression. 
Whether the subsequent use of those facilities will raise politically sensitive 
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issues is not — and cannot be — a consideration in the developmental pro- 
gram itself in the same way in which it might affect sustaining activities. 

An alternative approach to the analysis of operating roles involves the 
examination of the different kinds of decisions required of public authorities 
or agencies engaged in cultural programs: 


: jurisdictional 

resource allocation 

: standards and criteria 

. adjudication of claims or performance. 


Decisions involving the assignment of jurisdiction must clearly be 
taken by ministers backed by parliamentary authority. But lack of clarity, or 
differing interpretations within different programs or agencies, can raise new 
questions of jurisdiction that ultimately require ministerial judgment - the 
dispute between the National Library and Public Archives over the music col- 
lection and map collection being a case in point. Jurisdictional overlaps may 
be unavoidable, and again ministers must either reserve the right of umpire 
or grant primacy to one of the contestants. Instances that come to mind are 
the CBC-CRTC relationship in broadcasting, the Canada Council Touring Office 
and National Arts Centre, and the existence within the Canada Council (and 
other agencies) of interests in the international ramifications of their pro- 
grams that overlap those of the Department of External Affairs. Overlapping 
jurisdiction is also responsible for much of the agitation — both within govern- 
ment and outside — for coordination. But because coordination in the end can 
only be ensured by an exercise of ministerial powers, it may present dangers 
to programs requiring a high degree of insulation from political direction. A 
different kind of problem arises when, as a result of divided jurisdiction and 
because of the ways in which the agencies involved interpret their mandates, 
an area of cultural activity — industrial arts and crafts, for example — finds its 
interests largely neglected. Again, in this situation, corrective action can only 
come from ministers in the form of new and more precise definitions of 
jurisdiction. 

The primary allocation of resources — which matches the assignment of 
jurisdiction — is just as obviously a ministerial responsibility. Once this deci- 
sion has been made, however, and authorized by parliamentary appropria- 
tions, how much autonomy should an agency have in deciding on the alloca- 
tion of resources within its area of jurisdiction? Should the judgment of the 
Canada Council be overridden in determining the relative shares to go to, for 
example, individual artists or arts organizations? or to the several arts 
disciplines? What freedom is required by the National Museums of Canada - 
or its constituent museums individually — in the apportionment of resources 
for such purposes as conservation, research, or the mounting and touring of 
exhibitions? As we have seen, according to one view these are policy 
judgments for which ministers should be responsible and over which they 
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should have a corresponding degree of control. The Canada Council has 
resisted this view and has, in effect, asserted the right to exercise its own 
judgment in the application even of earmarked funds. The evidence also sug- 
gests that the Social Sciences and Humanities Research Council — perhaps 
partly because it is subject to the financial management requirements of the 
Treasury Board — has had to accept an allocation of resources that diverges 
increasingly from what its own judgment or that of its academic advisers 
might dictate. In assessing, in strictly cultural terms, the relative importance 
of competing claims on the resources available to an agency, ministers and 
their advisers can seldom if ever match the agency itself in competence. In 
fact, the differences that arise involve, almost invariably, a conflict between 
cultural and other considerations. In determining whose judgment should 
prevail, recourse must be made to other approaches to the analysis of 
government-agency relationships. 

The same is true of the third class of decisions — those concerning 
criteria and standards — which have proven to be the other major source of 
friction between agencies and ministers. These are the judgments that raise 
such issues as the definition of community standards, the imposition of Cana- 
dian content requirements, and sensitivity to regional interests and to the 
claims of interest groups and of particular communities and audiences. All of 
these are politically charged issues, on which ministers feel a strong compul- 
sion to intervene. But the judgments involved may seem, to the agencies 
responsible, to be crucial to the shaping of their programs to the cultural 
needs of the country. Decisions of this sort frequently bring into sharp relief 
the contradictions between political and cultural objectives. 

The fourth class of decisions is essentially administrative: the day-to- 
day judgments that must be made at various levels within an organization in 
the conduct of its programs. Because these are the judgments that make the 
most direct impact on the public at large, they tend to determine the public 
responses that feed back through the political process. In asserting their 
claims to a greater voice in the making of decisions of the second and third 
categories, ministers are usually careful to deny any wish to intervene in 
these day-to-day judgments. But because the latter reflect, in fact, the more 
general prior decisions on questions of resource allocation or of standards 
and criteria, ministerial interventions on those more general questions will in- 
evitably circumscribe and may even preempt an agency’s freedom in making 
such administrative judgments. 


Cultural Impact of Government Programs 
The cultural impact of government programs can be examined in a number 
of ways to see what variations might be detected in the effects of political 
direction. 

The first categorization to be considered is that adopted by the Com- 
mittee in organizing its own work, which considers cultural activity sector by 
sector: 
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. Heritage 

: Visual and applied arts 
° Performing arts 

. Literature 

: Cultural industries 


As a basis for gauging vulnerability to political direction, this is not a 
particularly useful approach. Within any of these sectors it is possible to find 
grounds for apprehensions about the baneful effects of government control 
or influence. The written word — including both literature and scholarship — 
has historically played the key role in the transmission, interpretation and 
enlargement of the intellectual content of culture, and in the process its func- 
tion has embraced the illumination and critical analysis of the values, institu- 
tions and processes of society, including those of the political sphere itself. 
Consequently, literature and scholarship might claim a special insulation 
against political control. But increasingly, the written word reaches its au- 
dience through other forms of cultural expression — involving stage or screen 
(including the video screen). To this extent, then, the performing arts and 
cultural industries exhibit a comparable sensitivity. 

It is not hard to find historical instances in which the visual and applied 
arts have assumed the role of political and social critic and suffered repres- 
sion at the hands of the authorities of the day. Even music can become 
politically charged in exceptional circumstances — as were the polonaises in 
czarist Poland, or Finlandia in czarist Finland. 

But social criticism is only half the problem. The other half concerns the 
thorny issue of taste — and the propensity of cultural activity in all its forms 
to outrage the sensibilities of varying segments of the public. Because of the 
sensitivity of elected governments to cross-currents of this sort, the threat of 
official censorship becomes the uninvited companion of government support 
for cultural activity, whether it be literature, or the performing arts, or the 
visual and applied arts, or the output of cultural industries. But the propensi- 
ty to offend lies not in the mode of expression but in the content — not in the 
medium but in the message. For this reason it is difficult to assign degrees of 
vulnerability among cultural sectors. 

The one possible exception to this conclusion concerns those activities 
considered as heritage. But then heritage is not a sector like the others. In its 
broadest sense, heritage is simply that part of culture that is received from 
the past. It therefore includes not only written records and artifacts, but also 
the bulk of our classical music and much of our literature, performing arts 
and visual and applied arts. And however offensive it may have seemed in its 
day to political authority or public taste, it has gained respectability and ac- 
ceptance (if not sanctity) from the passage of time. As a consequence, apart 
from conflicts with plans for commercial development, heritage activities 
have relatively little to fear from governments, except from revolutionary 
regimes determined to erase the evidence of a rejected past. 
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A second cut at the cultural pie (which on closer examination seems to 
defy clean slicing and crumbles like a nut cake) focuses on the functional 
analysis of cultural activities, under four broad headings: 


: the preservation and transmission of inherited elements, 
. new creative and interpretive activity, 

. what is essentially entertainment, 

° training and development. 


The first of these corresponds roughly to the heritage domain in the 
preceding classification, and may have little to fear from political intrusion for 
the reasons suggested. It should be noted, however, that a cultural heritage 
does not consist only of tangibles — structures, landscapes, artifacts and 
documents. Of at least equal importance are the intangibles: the ideas, 
values, attitudes and shared body of knowledge acquired by each generation 
from the past and reflecting its varied antecedents. How this intangible ele- 
ment of heritage is transmitted — and, in the process, reinterpreted —- may be 
a matter of considerable sensitivity. 

The second functional sector — creative and interpretive activity — 
which represents the growing fringe of culture, has clearly the greatest 
vulnerability to political direction and the greatest need for autonomy. It is in 
this domain that the pluralistic argument — already expressed in the opening 
section of this chapter — applies with greatest force, for it is here that the 
function of social criticism is concentrated and the controversies over taste 
and community standards are generated. 

The third functional sector — entertainment (and recreation) — overlaps 
the two preceding ones and cannot, strictly speaking, be considered in com- 
plete isolation. But there is clearly a very large sector of activity of which the 
primary function is to satisfy varying demands for entertainment and recrea- 
tion, transmitting little from the past, leaving little residue in the form of 
future heritage and showing little conscious concern with the interpretation 
of society to itself. As entertainment, it relies primarily on market mecha- 
nisms, and its characteristic problems tend to be associated with this orienta- 
tion — developing and protecting markets, strengthening supply, circumven- 
ting obstacles that inhibit access to the market, optimizing the sharing of 
returns among those involved in production and distribution. From govern- 
ment it demands courses of action that involve at least as much industrial 
(or, more broadly, economic) policy as cultural policy, and the principal ap- 
prehensions about the role of government concern the serving of specialized 
markets and the sharing of returns. 

The fourth sector — training and development — functions, in a sense, 
as a service sector to the other three. It embraces, as one element, the train- 
ing in skills needed for cultural transmission, creation and interpretation, and 
for the recreation and entertainment aspect. In addition, it serves to animate, 
to develop a capacity for appreciation, enjoyment and, in the widest sense, 
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participation. On both counts, it is closely linked with education policies and 
objectives (although it obviously extends beyond the system of formal educa- 
tion) and the problems it raises are those that have always been central in 
the planning and administration of education: the balancing of skill training 
against cultural transmission, or the extent to which government through the 
education process should try to shape public values and interests. It is ques- 
tionable whether these problems can be resolved by insulating this sector 
from political direction. It can even be argued that, on the contrary, these are 
essentially political problems that can only be addressed through the political 
process, and the essential question concerns the extent to which they should 
be assigned to the community, provincial or federal level. 

The third classification of cultural domains to be considered involves 
examination of the clientele to which different kinds of government programs 
and policies are primarily directed: 


: Individual creative and interpretive artists and scholars; 

. Nonindustrial organizations — performing arts companies, univer- 
sities, museums, galleries, libraries and the like; 

. Industries; 

- . Communities — geographic, ethnic, etc. 


When cultural domains are distinguished on this basis, a further set of 
considerations emerges. Because the creative and interpretive function of 
culture relies so heavily on the individual artist or scholar, programs directed 
to individuals tend to involve the greatest vulnerability to political direction 
or influence, and to require the greatest degree of insulation. 

Nonindustrial organizations are in an ambiguous position. On the one 
hand, there is a tendency for many of them — performing arts companies and 
galleries, for example, and to a lesser extent universities — to inspire strong 
community interest and loyalties, which inevitably find expression through 
the political process. Programs directed to the support of such institutions 
cannot in fact be shielded from such community-based political forces (which 
the institutions themselves tend to encourage). On the other hand, these in- 
stitutions are frequently the instruments through which the creative and in- 
terpretive efforts of individuals are sponsored or expressed. To this extent 
programs directed to their support are no less vulnerable than those in the 
preceding category. 

This last argument may apply with equal force to government pro- 
grams directed to cultural industries — broadcasting and publishing come im- 
mediately to mind. But to the extent that these industries are preoccupied 
with the entertainment function identified in the previous classification of sec- 
tors, their operations will be bound up more closely with the market con- 
siderations noted in that context, and programs in their support will exhibit a 
characteristic blend of industrial and cultural policy which may require a 
greater degree of political direction. 
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Finally, programs directed to community interest seem inextricably 
linked to the political process. It would seem foolish to suggest that they be 
insulated from political direction, especially when they involve capital 
assistance for community facilities. 

One additional consideration must be weighed in judging the cultural 
impact of government programs and their vulnerability to political direction: 
the external context within which they operate. Where a program is the sole 
source of a service or holds powers of life and death over a cultural activity, 
both its impact and the effect of political intervention are obviously greatest. 
For the same reason, adverse reactions to the way a program is conducted 
will have the greatest tendency to find political expression and thereby 
generate political interventions. One might conclude, in fact, that the best 
guarantee of autonomy is irrelevance. But, by the same reasoning, it is 
precisely where the impact is greatest that the need for autonomy is most 
acute. 


Recommendations and Conclusions 


The implications of the foregoing analysis will be reflected at various points in 
later sections of this Report dealing with particular cultural sectors, or specific 
agencies. But certain general conclusions can be recorded here, including the 
Committee’s views, requested by the government, on the questions of status 
raised by Bill C-123, the proposed Government Organization Act, 1982. 

As will be seen, these conclusions affect the status of different agencies 
in different ways, in respect of policy direction, administration controls and 
measures for ensuring accountability, but they draw coherence from a 
recognition of the fact that government operations in the cultural sphere are 
subject to special considerations. It therefore seems appropriate to us that 
the changes we propose in the status of a number of these agencies and in 
their relationships with ministers and the central machinery of government 
should be implemented through an omnibus Cultural Agencies Act, which 
would serve to emphasize the common underlying principles on which they 
rest. 


1. The status of federal cultural agencies should be defined in 
a new Cultural Agencies Act, in recognition of the fact that 
government activity in culture and the arts is subject to 
special considerations requiring a distinctive measure of 
autonomy. The provisions of this statute should prevail 
wherever they may conflict with those of the Financial 
Administration Act or the proposed Government Organi- 
zation Act. 
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Policy Direction 

In judging what degree of insulation from ministerial direction is appropriate 
to each agency, the Committee attaches paramount importance to the 
cultural impact of their programs — considering the cultural sectors served, 
the focus of the cultural activity, and the character of the clientele. For several 
organizations, this assessment is decisive in itself, regardless of the classifica- 
tion of their operations and the extent of their dependence on parliamentary 
appropriations. For other agencies, the cultural impact seems less sensitive to 
the usual processes of government direction; particular aspects of their work 
may require shielding from political forces, but in some instances this may be 
accomplished through exemptions from particular kinds of administrative 
controls. These are examined in the next section. 

For five agencies, the Committee has concluded that the safeguarding 
of cultural values and purposes requires, as a matter of public interest, that 
their operations be immune from political direction. This group comprises the 
Canada Council, the Social Sciences and Humanities Research Council, the 
Canadian Broadcasting Corporation, the National Arts Centre, and the Na- 
tional Film Board. 

The first two of these — the Canada Council and the Social Sciences and 
Humanities Research Council — are identical in all those aspects that are 
material to the question of their form and relationship with government. In 
terms of their cultural impact, both serve a number of cultural sectors in- 
cluding some of great sensitivity in their critical function; both are heavily 
engaged in the support of creative and interpretive activity essential to the 
health of our society; both direct their support to individual artists and 
scholars, or to nonindustrial organizations that sponsor or present the work 
of such persons; and both operate in an external environment in which, for 
artists and scholars, alternative sources of support are scarce or nonexistent 
and at best inadequate to their needs. In terms of their operating roles, both 
are engaged in sustaining activity that requires judgments of merit, and both 
are vitally interested in the determination of standards and criteria. All these 
considerations suggest that the high degree of autonomy possessed by the 
Canada Council since its inception is entirely appropriate to its circumstances 
and, by the same reasoning, that the relatively severe restrictions on the 
autonomy of the Social Sciences and Humanities Research Council are ill- 
advised. 

The Canadian Broadcasting Corporation and the National Arts Centre 
require comparable shielding from political control but for different reasons. 
The fact that they might be considered to perform “tasks akin to private sec- 
tor entrepreneurial undertakings in a market setting,” as stated in the 
Lambert Report, is essentially irrelevant. What is important is that both are 
major channels for presenting the work of individual artists, and are deeply 
involved in program and production decisions that involve culturally impor- 
tant and controversial issues of taste and quality. For the Canadian Broad: 
casting Corporation this includes the selection and presentation of news and 
comment about public affairs. 
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The same considerations apply to the National Film Board in the pro- 
duction undertaken on its own account. The differences between it and the 
Canadian Broadcasting Corporation in status and relationships with the 
government have been anomalous; nor has its role as film procurement (or 
production) agent for the government justified the anomaly, as its obligations 
to its government clients could be defined satisfactorily within the contrac- 
tual relationship. The changes proposed for the Board in Chapter 9 will curtail 
its production activity significantly but if it is to be, as contemplated, a centre 
of experimentation and innovation for film production, there will be a conti- 
nuing need for freedom from government direction. 

The role envisaged for the Canadian Film Development Corporation re- 
quires treatment similar to that required by the Canada Council and the 
Social Sciences and Humanities Research Council. Its support is of course 
directed to commercial film ventures, but these ventures, like the productions 
of the Canadian Broadcasting Corporation are (and should become increas- 
ingly) important outlets for the efforts of Canadian creative and interpretive 
artists and will raise sensitive or controversial issues of taste or social 
criticism. Moreover, our recommendations for the future development of the 
agency will require that, in its granting operations, cultural judgments should 
at least equal if not outweigh commercial ones. In the light of these cir- 
cumstances, we conclude that the operations of the Canadian Film Develop- 
ment Corporation qualify for the same degree of autonomy as the other five 
agencies treated above. 

For the Canadian Heritage Council recommended in Chapter 4 a mix- 
ture of functions is contemplated, but the principal one is developmental and 
sustaining, through programs of grants to a variety of organizations, both 
public and private. Because the Council will be concerned essentially with the 
preservation and transmission of cultural heritage, its activities will not be as 
vulnerable to political forces as, say, the activities supported by the Canada 
Council; nor will they be as likely to provoke adverse reactions through 
political channels. However, there will be culturally important questions of 
standards, criteria, and resource allocation to be made by the Council, and it 
would seem appropriate that it be exempt from policy direction by ministers. 
This conclusion is reinforced by a further consideration: the client organiza- 
tions will almost certainly include provincial and municipal institutions, and 
any exercise of policy direction by the federal government would likely pro- 
voke provincial protests and distrust of the agency itself. 

The relationship of the National Museums of Canada to ministers is 
complicated by the fact that the agency itself is viewed by this Committee 
(and was, in fact, initially conceived) as being, in essence, a service organiza- 
tion to its member organizations, each of which should have a major say in 
defining its own role and priorities and in allocating its own resources. Clear- 
ly, if it is undesirable that the Board and central staff should exercise a heavy- 
handed control over the operations of the individual museums, it is even 
more objectionable that this be done at a further remove. With one excep- 
tion, however, the activities of this agency and its constituent parts are less 
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vulnerable to political direction - and, for much the same reasons, less likely 
to attract it. The existence of a ministerial power, conditional on prior con- 
sultation and the subsequent tabling in Parliament of any formal directions, 
appears to us to raise no serious threat to cultural values. The exception con- 
cerns the decisions of the agency about the development of its collections, 
and any grant of a directing power should expressly exclude its use in respect 
of additions to or deletions from the collections. 

The Public Archives of Canada and the National Library are, for prac- 
tical purposes, indistinguishable from departments in most respects. This 
has, in practice, created no problems for the two organizations, nor does this | 
Committee see any reason to be apprehensive. For certain specific functions, 
however, both the Dominion Archivist and the National Librarian should be 
exempt from ministerial direction. The Dominion Archivist, as the control of- 
ficer of the government for records management, is responsible for approving 
all proposals for the destruction of records or for their removal from the 
ownership of the government. Although the Dominion Archivist’s decisions 
on the destruction or disposal of records appear to be in no way subject to 
ministerial direction, the authority of the position rests only on an order-in- 
council, the Public Records Order of 1966. It would be preferable to establish 
the Dominion Archivist’s powers and responsibilities by statute — as has, in 
fact, been contemplated as part of a revision of the Public Archives Act. The 
National Librarian, it is concluded, should be similarly free of ministerial direc- 
tion in the management of the Library’s collection, in order to avoid any 
possibility, however unlikely, of government censorship. 

As was noted earlier in the section on criteria for defining status, 
the Canadian Radio-television and Telecommunications Commission is in a 
class by itself among the cultural agencies as the sole regulatory body. Its 
regulatory functions in the cultural sphere (leaving aside its responsibilities 
for communications) include the supervision of the Canadian broadcasting 
system to ensure compliance with the broadcasting policy as enunciated in 
the Broadcasting Act, and, within this context, the granting, renewing and ter- 
mination of broadcasting licences. 

In its general supervisory role, the Commission might be considered to 
be an instrument of government policy and consequently properly subject to 
policy direction. But as an adjudicative body, in the licensing of broadcasters, 
it must be and be seen to be free of political control. If this view is accepted, 
the provisions of the existing Broadcasting Act would seem to have matters 
reversed. There is now no provision in the Act for general policy directions 
(although it contains provision for direction on several specified matters), but 
it does provide in Section 23 for a challenge by government of the Commis- 
sion’s decisions on the award or renewal of licences. This anomaly should be 
corrected. The power to set aside or refer back licensing decisions should be 
removed. On the other hand, the Committee sees no objection to a general 
power of policy direction - as was contemplated in the draft revision of the 
Broadcasting Act introduced as Bill C-16 in 1978 — subject to certain condi- 
tions. First, the requirements of prior consultation and subsequent tabling 
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should apply. And, in addition, where the Commission, on being consulted 
about a proposed directive, considers that issues are raised on which public 
representations should be heard, no directive should be given until the Com- 
mission has been able to conduct public hearings. 


2. To the extent that the functions of cultural agencies and 
offices require the exercise of impartial, critical judgment 
in the support of cultural activity, they should be exempt 
from political direction in the form of ministerial directives 
of either a general or specific nature. 


Administrative Controls 

The defects of past approaches to the classification of agencies are clearly evi- 
dent in relation to the exercise of administrative control by the central agen- 
cies of government. In the view of this Committee, the primary test must 
again be the impact of an agency’s operations on the cultural sector, not the 
degree of resemblance to “private sector entrepreneurial undertakings in a 
market setting.” The Lambert Report compounded this classification error by 
advancing the view that only those boards that directed operations meeting 
its entrepreneurial test should have the “care and management” of opera- 
tions. The other category of boards were represented as performing only a 
collegial task of deciding cases. The fact is that these boards — the Canada 
Council, the Social Sciences and Humanities Research Council and the Cana- 
dian Film Development Corporation — are deeply involved in crucial decisions 
about resource allocation and the definition of standards and criteria, and are 
as vitally interested as, say, the Canadian Broadcasting Corporation board in 
the “economy, efficiency and effectiveness” of the operations they direct. In 
these circumstances it is a serious mistake to ascribe the care and manage- 
ment of operations to a chief executive officer subject to direction by a 
minister and the central agencies of government. The arguments presented 
by the Lambert Commission in favour of autonomy in financial and person- 
nel administration for such bodies as the Canadian Broadcasting Corporation 
and National Arts Centre apply with equal force to all the other cultural: agen- 
cies which were judged, in the preceding section, to require immunity from 
policy direction: the Canada Council, National Film Board, Canadian Film 
Development Corporation, Social Sciences and Humanities Research Council 
and the proposed Canadian Heritage Council. 


3. Freedom from ministerial and central government agency 
direction in financial and personnel administration should 
be granted to all cultural agencies which, under their man- 
dates, exercise a high degree of responsibility for the 
economy, efficiency and effectiveness of the operations 
they direct — namely, the National Film Board, Canadian 
Film Development Corporation, Social Sciences and 
Humanities Research Council and the proposed Canadian 
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Heritage Council — in the same manner as is now granted 
to the Canada Council, the National Arts Centre and the 
Canadian Broadcasting Corporation. 


Obviously, in approaching the government with requests for annual 
appropriations — as all cultural agencies must — each organization must pro- 
vide adequate explanations of its requests. But, as the Lambert Commission 
urged, the Treasury Board processes for the preparation of spending esti- 
mates should not be applied in such a way as to control the “policies and 
direction” of any of these agencies. 

For the National Museums of Canada, the role of the board should 
again include the care and management of operations — a responsibility to be 
shared with the directors of the constituent museums and their advisory 
committees. This is of particular importance in the allocation of resources 
within the individual museums and in the development of their collections; 
restoration of the non-lapsing Special Purchase Account seems to us a 
minimal requirement. The Canadian Radio-television and Telecommunica- 
tions Commission, National Library and Public Archives, on the other hand, 
can continue to operate satisfactorily with their departmental status, within 
the government regime of financial administration. 

The care and management of an organization embraces personnel 
administration no less than financial management. To the extent that 
responsibility for the operation of an agency is assigned to a board, it must 
be accompanied by a corresponding degree of autonomy in such matters as 
staffing levels, classification of positions and hiring and firing. 

As has been seen, the Canada Council, Canadian Broadcasting Corpora- 
tion, Canadian Film Development Corporation and National Arts Centre 
already have this autonomy in all essential respects and, in the opinion of the 
Committee, this should continue. We are strengthened in this view by the fact 
that, for these agencies, most of the professional and managerial personnel 
develop their careers within the cultural sphere of society rather than within 
the public service, and this is as it should be. The goal of a unified public ser- 
vice, which plays so large a part in the centralized control of staffing matters, 
is simply not relevant to these organizations. The same consideration, in our 
view, applies to the National Film Board, which now requires Treasury Board 
approval of its staffing plans (in respect of its “continuing positions”), and we 
therefore conclude that the National Film Board should have the same 
autonomy in staffing matters as the other four agencies. 

The Social Sciences and Humanities Research Council — which is now in 
much the same position as the National Film Board — differs from the others 
in the character of its personnel, most of whom are as much at home in the 
public service as in the academic world of their clientele. Given this fact, and 
the designation of the Council as a “separate employer” for purposes of the 
Public Service Employment Act and Public Service Staff Relations Act, the pre- 
sent staffing arrangements appear to pose no major difficulties. On the other 
hand, restraints imposed by the Treasury Board on staffing levels have forced 
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the agency to modify its operating procedures in ways that may significantly 
impair their efficiency and effectiveness — at some slight gain in economy. We 
consider this to be incompatible with the board’s responsibility for the care 
and management of the agency’s affairs. The same may be said of the Na- 
tional Museums of Canada — with the added consideration that, for much of 
its professional and directing staff, this agency must employ people whose in- 
terests and careers lie outside the public service. 

Apart from the general exercise of administrative controls in financial 
and personnel matters, government-wide requirements relating to specific 
matters may be imposed on the cultural agencies. This is now true of 
language policy under the Official Languages Act, and the draft Crown Cor- 
porations Act included conflict-of-interest provisions that were judged to be 
necessary and appropriate for all federal activities. It appears to us quite pro- 
per that cultural agencies should be subject to specific constraints of this 
kind, involving important issues of public policy clearly enunciated in 
parliamentary enactments. 

There are instances, however, in which legislative measures adopted 
for unexceptionable reasons of public policy may affect the operations of par- 
ticular agencies in ways that jeopardize other public interests to an extent 
outweighing the benefits conferred. For example, the extension of the Privacy 
provisions of the Human Rights Act to granting agencies such as the Canada 
Council and the Social Sciences and Humanities Research Council — which 
had been proposed in the draft Access to Information Act passed in July 1982 
— would have seriously damaged the processes of peer adjudication on which 
the operations of such bodies depend. Granting agencies, while endorsing the 
principle of freer public access to government information, asked for, and 
received, exemption from the legislative provision that would have required 
them, on request, to divulge the names of assessors. The Committee com- 
mends the government’s action in this matter. It confirms our view of the 
necessity, when such measures of general application are being considered, 
of assessing their impact on operations designed to serve cultural ends and 
weighing carefully the balance of public advantage wherever divergent public 
interests are found to exist. | 


Accountability Requirements 

Immunity from ministerial direction and central administrative controls can- 
not absolve the cultural agencies of their accountability to Parliament and the 
public for the conduct of their operations. What the Lambert Commission had 
to say about government accountability applies with equal force to cultural 
agencies: that ‘“‘the process of scrutiny, surveillance, public exposure, and 
debate helps to legitimize [their] actions...to the public.” 

For those agencies, such as the Canadian Radio-television and Telecom- 
munications Commission or the National Library, which function like an or- 
dinary department of government, no special measures are needed to ensure 
accountability. For the others, operating with the immunities we propose, the 
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measures recommended by the Lambert Commission for Crown corporations 
seem to us to be generally appropriate. It should be the responsibility of the 
board of every agency to approve each year a corporate plan for the next 
three-to five-year period, which would serve both as a rationale for its annual 
request for an appropriation and, through the inclusion of its essential 
features in the annual report, as a basis for parliamentary and public scrutiny 
and discussion. Such corporate plans should not, however, require govern- 
ment approval, as contemplated in Bill C-123 of 1982. 

Capital budgets, which for most of the cultural agencies are un- 
necessary, would continue (as now provided by the Financial Administration 
Act) to require approval by the government, as would any plans for capital 
borrowings (an even unlikelier occurrence). Operating budgets, however, 
although an annual responsibility of the boards, need be submitted to the 
government only in sufficient detail to provide an adequate explanation of 
appropriation requests, and should not require ministerial approval. The 
same should be true of manpower budgets. 

Each board should be required to adopt bylaws governing the conduct 
of its activities, and all bylaws should be submitted to the designated 
minister for information. The Committee does not consider, however, that 
bylaws should require ratification by the Governor in Council, as was propos- 
ed in the Lambert Report and could be required by the government under Bill 
C-123. Boards must also develop and maintain adequate procedures for inter- 
nal audit, and should establish an audit committee composed of external 
members of the board. For all these agencies external auditing should be con- 
ducted by the Auditor General, as is now the case. 

Finally, the Committee endorses wholeheartedly the importance at- 
tached by the Lambert Commission to full disclosure through annual reports 
as a guarantee of accountability. In the words of the Lambert Report, 


“It should be through the quality and contents of the annual report 
that a board’s performance is judged, both internally by Govern- 
ment and externally by Parliament and the public. In the end it is 
the persuasive power of disclosure and publicity that forces a 
responsible body to pay attention; and paying attention...is the at- 
titude that a regime of accountability is designed to foster.” 


4. In recognition of the accountability of cultural agencies to 
Parliament and the Canadian public for the interpretation 
and execution of their respective mandates, each agency 
must develop appropriate measures for the disclosure of its 
plans and performance, including the preparation and 
publication each year of a corporate plan and an annual 
report which, in their form and content, will stimulate 
public interest and permit informed judgments. 
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Boards and Chief Executive Officers 

The Lambert Commission also gave wise advice about the boards of directors 
of federal agencies. Quoting Thomas Macaulay’s aphorism that the essence 
of responsible government is “to choose wisely and confide liberally,” the 
Commissioners commented: 


“Although Government continues to espouse the corporate form of 
organization, it has sometimes been remiss in honouring Macaulay’s 
dictum ‘to choose wisely’ and, in recent years, has more explicitly 
demonstrated a reluctance to ‘confide liberally’ by reasserting con- 
trols that countermand the original direct delegation of powers to its 
board of directors.” 


The two requirements are obviously related. To confide implies con- 
fidence, and without wise choice there can be no confidence. But to try to 
remedy defective choice by a curtailment of powers is simply to compound 
the initial error. 

The selection of board members is clearly crucial in those cultural agen- 
cies which, in the view of this Committee, must be free of policy direction and 
administrative controls. What is required is that, for these agencies, the 
boards must bear most of the responsibility for defining the public interest 
which, in a departmental setting, would be borne by ministers. The board 
must therefore consist of persons who will be regarded, by ministers and 
members of Parliament and by the public at large, as qualified to act in lieu of 
political authority in prescribing policies and priorities and directing opera- 
tions — especially when those operations venture into controversial realms of 
opinion or taste. As public trustees they must be alive to the forces to which 
political leaders are subject, but their overriding purposes must be cultural. 

The record of the cultural agencies strongly suggests the need for some 
board members who have had direct experience of the kind of affairs with 
which the agency is involved and who are known and respected by their col- 
leagues in the cultural world. We make reference to this in the section below 
on the Canada Council. But boards must be broadly based, with a decisive 
element drawn from other occupations, although members must have in 
each instance a demonstrated interest in cultural matters and community 
service. To ensure public confidence, all members must be persons of some 
standing within their geographic and occupational milieus. 

In a general sense, boards are representative bodies — mini- 
parliaments, as the Canada Council was often characterized by one of its 
directors. Each must reflect, in the character of its membership, a balanced 
diversity — of place, language, sex, age, occupation — neither constant nor 
rigidly prescribed, but always needing to be weighed and adjusted as vacan- 
cies have to be filled. But members should not be regarded or regard 
themselves as delegates or spokesmen of particular interests or localities. If 
specialized expertise is needed, boards must look to others, within their staffs 
or in advisory bodies such as the Advisory Arts Panel of the Canada Council, 
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or the advisory committees attached to the museums and National Gallery. If 
user interests are to be consulted, boards should turn to consultative com- 
mittees like those proposed for particular interests or audiences in the broad- 
casting world. 

We share the conclusion of the Lambert Commission that “the most 
potent instrument in the hands of the designated Minister or Governor in 
Council is the power to appoint and change boards.” Regretfully, based on 
the record of the past and on submissions made to us across the country, we 
must also share their conclusion that this most potent instrument has not 
always been wisely used. Indeed, in the views of some intervenors, it has 
been grossly abused. 

We hasten to add that most board members are able and conscien- 
tious, and many have made outstanding contributions. Given that on some 
boards they must serve without remuneration, their devotion to the public 
good at times verges on the heroic. But there have been too many instances 
in which political service in the ranks of the party faithful has seemed the 
dominant, if not the only, explanation of an appointment. Nor is it surprising 
that a number of those appointed with little record of cultural interests or of 
commitment to the purposes of the agencies take little active part in the work 
of their boards. Clearly, the use of board memberships as consolation prizes 
or status symbols not only impairs the competence of the boards, but also 
undermines public confidence and removes the prerequisite for the essential 
delegation of powers by government itself. 

Not only must governments choose wisely; it is important that vacan- 
cies be filled with the least possible delay. There will, of course, be unex- 
pected vacancies, for which the finding of good replacements may take time. 
But it has been a recurring complaint that even when terms of members have 
run their normal course, there have too often been persistent delays — of as 
much as a year and a half — before new appointments have been made. Not 
only does neglect of this kind weaken the direction of the agencies concern- 
ed, but it also suggests an attitude of indifference on the part of government 
that demeans the role and status of the boards. 

The defects of past practice are more easily described than cured. No 
alternative method of constituting boards and filling vacancies suggests itself. 
If ministers are to repose the high degree of confidence in boards that seems 
to us essential, then ministers must retain the power of appointment. This 
Committee can only urge, in the strongest terms possible, that this key 
ministerial function be discharged with due regard to the essential role and 
crucial importance of boards. 

Systematic consultation can be useful in broadening the range and 
strengthening the calibre of candidates to be considered. The cultural sphere 
has its own intricate and richly varied network of organizations that can be 
canvassed for suggestions — not as specific vacancies occur but on a continu- 
ing basis as a means of maintaining a roster of potential talent. And as vacan- 
cies are anticipated, the chairmen of the boards concerned should be con- 
sulted for their knowledge of the kinds of experience and competence of 


44 Government and Culture 


which their agencies are most in need. This is not to suggest that the boards 
themselves should be self-perpetuating. The final recommendation must be 
the minister’s, and although he owes the normal courtesy of consultation to 
his political colleagues, his judgment should not be guided by political con- 
siderations, such as that which flows from parliamentary caucuses. 


5. Appointments to the boards of directors of cultural agen- 
cies should be made with an overriding concern for the ap- 
pointees’ experience in the fields of concern of the agency 
and their demonstrated broad-ranging interest in cultural 
matters. Attention should also be paid to ensuring that the 
boards as a whole are generally representative of Canadian 
society. 


Like the Lambert Commission, we believe that chairmen of boards 
must bear a special responsibility for relations with the government and 
Parliament on matters such as the corporate plan of the agency and its 
record of operations as disclosed by annual reports, and they should serve as 
the formal link between the board and the designated minister. We 
subscribe, therefore, to the view that they should be appointed by the Gover- 
nor in Council. There should be prior consultation with the board by the 
minister, and, as a general rule, the chairman should be selected from among 
incumbent or recent board members. 

We further agree that, to ensure continuity in the direction of the 
cultural agencies, members of boards should be appointed for staggered 
terms of three years each, with the possibility of reappointment once. The 
provision in the draft Crown Corporations Act that would have limited initial 
terms to one year but allowed indefinite extensions thereafter seems to the 
Committee to be singularly devoid of merit. However, in the absence of any 
special circumstances requiring protected status — as in an adjudicative body 
such as the Canadian Radio-television and Telecommunications Commission 
— members should be removable by the Governor in Council at pleasure, in 
order to preserve the government’s one essential power of controlling the 
composition of the boards. 

The Committee also feels that members should not be required to 
serve without recompense for their time, as is now required of some boards. 
To expect this service - demanding as it often is, and in our view must be — 
to be rendered as a matter of public duty inevitably tends to limit the field of 
choice to people who are able to absent themselves from their regular pur- 
suits with no loss of income. Given the diversity of backgrounds desirable 
within a board, any such limitation is to be avoided. 

Finally, the Committee supports the view of the Lambert Commission 
concerning the chief executive officers of autonomous agencies: 
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“Just as we feel that the Government must use the instrument of 
appointment to control the composition of a board of directors and 
declare who shall be its chairman, so we believe that the board of 
directors should use the instrument of appointment of the chief ex- 
ecutive officer to manifest its responsibility for the care and manage- 
ment of the corporation.” 


Only in the National Arts Centre is this now the case. Among the other 
agencies the existing requirement varies: the executive director of the Cana- 
dian Film Development Corporation is appointed by the government “on the 
recommendation of the board,” the director and associate director of the 
Canada Council and the Secretary General of the National Museums of 
Canada are appointed by order-in-council with no provision for participation 
by the board, and in the Canadian Broadcasting Corporation and Social 
Sciences and Humanities Research Council, the offices of chairman and chief 
executive officer are merged, with the selection vested in the government. 

The Committee strongly endorses the opinion of the Lambert Commis- 
sion that the offices of chairman and chief executive officer be clearly 
distinguished, and that the selection of the latter be entrusted to the board in 
recognition of the board’s responsibility for the care and management of the 
agency and also to forestall any confusion about the accountability of the ex- 
ecutive officer. We further concur in the Commission’s recommendation that 
the remuneration of the chief executive officer be fixed by the board within a 
range approved by the Governor in Council. 


6. Chairmen of boards of cultural agencies should be ap- 
pointed by the Governor in Council, after consultation with 
the board, to ensure an effective working link with the 
government and Parliament. Chief executive officers should 
be appointed by agency boards, or at the very least ap- 
pointed on their recommendation, as witness to the res- 
ponsibility of the boards for agency care and management. 


Ministerial Coordination 

Even without powers of policy direction and administrative control over 
cultural agencies, ministers still bear major responsibilities in cultural mat- 
ters. In relation to the autonomous agencies, as has been seen, the crucial 
tasks of defining jurisdictions, allocating resources and appointing board 
members must rest with ministers. In addition, ministers will continue to 
bear a wide range of program responsibilities that, either directly or inciden- 
tally, affect cultural development. Some of these — such as the direction of the 
National Library or of much of the Cultural Initiatives Program of the Depart: 
ment of Communications — involve activities directed to essentially cultural 
purposes but in which the nature of the cultural impact is not such as to re- 
quire or justify insulation from the political process. In other instances, pro- 
grams directed to the needs of particular populations include, within a wider 
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context, a strong cultural component — such as the programs responding to 
the needs of Native peoples. Finally, there is the wide variety of policies and 
programs of incidental but often crucial importance to cultural activity, such 
as taxation policies or industrial assistance measures. 

The existence of this extensive and varied assortment of government 
activities affecting cultural life raises the question of whether one minister 
should be responsible for the coordination of all cultural matters: serving as 
the designated minister for all cultural agencies; housing within his or her 
department all government operations directed to cultural ends, other than 
those that are incidental to wider concerns such as Native peoples’ affairs or 
industrial development; and monitoring the impact on cultural life of govern- 
ment activities generally. In effect, the assignment of ministerial respon- 
sibilities in the federal government over the past 20 years has evolved in this 
direction, to the point where, in the opinion of many, all that is lacking now is 
the formal designation of the responsible minister — now the Minister of Com- 
munications, and formerly the Secretary of State — as Minister of Culture. 

It is evident, however, from representations made to the Committee 
from across the country, that there are mixed feelings about the concentra- 
tion of all responsibility for cultural matters in the hands of a single minister. 
In one view, it is a mistake to conceive of all the cultural activities of govern- 
ment as being so interconnected as to require unified direction or even over- 
seeing. At any given moment, the problems and needs of, for example, writing 
and publishing, are likely to be quite different from and unrelated to those of 
the performing arts, or museums, or historic sites and parks. Even within a 
single cultural sector the fact that, for example, both the Canada Council and 
Canadian Broadcasting Corporation are major instruments in sustaining the 
performing arts, requires little coordination of their activities. There may be 
utility — as we trust there will be — in periodic inquiries like that entrusted to 
this Committee, or to its predecessor, the Massey-Lévesque Commission 30 
years ago. But it is argued that such comprehensive approaches are needed 
only as periodic stock-takings. For the day-to-day (or year-to-year) develop- 
ment of federal policies and programs, all that is required is that there be 
organizations within the machinery of government that are sensitive to the 
evolving concerns and needs of each part of the cultural life of the country, 
and are empowered to take such action as is appropriate to the federal 
government — each organization having its specific responsibilities. 

The experience of the Committee bears out this view -to an extent. 
(We resist the temptation, to which some other commissions have succumb- 
ed, of recommending the creation of machinery to perpetuate, as a continu- 
ing activity, the task with which we have been charged.) But we are 
nonetheless persuaded that there is value in having one minister preeminent- 
ly concerned with cultural matters. This minister would not devise a unified 
cultural policy or direct all cultural programs, but rather would serve as a 
central reference point and a channel to cabinet colleagues to ensure that 
cultural considerations and the views of the cultural community and of 
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cultural agencies are given due attention in the formulation and execution of 
all policies having significant cultural implications. This would be a minister 
for culture, rather than a minister of culture. And in recognition of the fact 
that these responsibilities include only marginally the direction and control of 
policies and programs -— which are the normal distinguishing marks of the 
ministerial role — it seems to us inappropriate that they should be the sole or 
even the principal concern of the minister’s portfolio. 

In this latter conclusion we reflect, in some measure, several apprehen- 
sions that were expressed to the Committee about the idea of a cultural 
ministry. One of these concerns the need to guard against the undue subor- 
dination of cultural aims to other government purposes. The fact that 
ministerial functions tend increasingly to be exercised collectively means 
that, in relation to their respective portfolios, ministers cannot be — and 
should not be — expected to serve as single-minded champions of the in- 
terests with which they deal. As was noted before, they are increasingly 
preoccupied with ensuring that the policies and programs under their super- 
vision reflect all the objectives and concerns of the government. We would 
emphasize, however, that the primary safeguard of cultural values and pur- 
poses is to be found in our recommendation that those cultural activities 
most vulnerable to the intrusion of noncultural objectives be confided to 
boards of trustees insulated from political direction and entrusted with the 
full care and management of operations. 

A further concern is that because a minister exercises greater control 
over departmental operations, he or she will be tempted — and encouraged 
by departmental officials — to distort the allocation of resources in their 
favour and to extend them into areas that are more appropriate to the 
autonomous agencies. Associated with this is the apprehension that a 
cultural ministry will tend to develop a large bureaucracy which, while lack- 
ing the direct experience acquired by the agencies of the conditions and 
needs of cultural activity throughout the country will, because of its relation- 
ship with the minister, exercise a disproportionate influence on government 
policies, priorities and programs. 

That these apprehensions are widely shared is clear from statements 
made to the Committee in briefs and at our public hearings. It should, 
moreover, be clear that the Committee agrees that the jurisdiction of the 
agencies should be protected against departmental encroachment, that the 
resources necessary to their tasks should not be diverted to other channels 
more susceptible to political direction and control, and that the agencies’ ex- 
perience and understanding of cultural needs should carry due weight in the 
development of cultural policies and programs. But no juggling of organiza: 
tional forms and relationships can effectively ensure that these conditions are 
maintained. The inescapable reality remains that the role and status ap- 
propriate to cultural agencies depends, in the last analysis, on ministerial and 
parliamentary acceptance, of which the best guarantee is a productive, spon- 
taneous and confident cultural life permeating society. 
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7. The Government of Canada should include in the portfolio 
of the minister responsible for the cultural agencies a man- 
date to act as a central reference point in cabinet for 
cultural matters — in effect, an advocate before government 
on behalf of the arts and culture community. This mandate 
would leave with cultural agencies and other departments 
— particularly the Department of the Secretary of State — 
the responsibility for developing cultural policies and pro- 
grams within their respective areas of concern. 


Department of Communications 

The mandate suggested in Recommendation 7 for the minister responsible 
for the cultural agencies implies certain functions for the minister’s depart- 
ment. If the minister is to be an effective advocate for the arts and culture 
within government, departmental officials must provide him or her with 
sound and well-informed counsel on broad cultural policy objectives. One 
function clearly not implied by the mandate is the design and administration 
of programs requiring specific value judgments and consequent funding of ar- 
tistic and cultural achievement. Nevertheless, when an Arts and Culture 
Branch was formed within the Department of the Secretary of State in 1972 
(the branch having been transferred along with ministerial responsibility for 
the cultural agencies to the Department of Communications in July 1980), a 
process began of building up within the department a staff whose interests 
sometimes tended to duplicate those in the cultural agencies. That process 
has prompted the concern, stated above, over the inherent departmental 
tendency to regard the department itself as the appropriate vehicle for 
delivery of new forms of cultural funding. 

We acknowledge the fact that some cultural programs may be more 
suitably placed within the department than within any of the existing agen- 
cies, such as programs providing assistance with capital projects or 
disseminating the results of cultural research. But by delineating, earlier in 
this chapter, the essence of the arm’s-length relationship of cultural agencies 
to the political process and therefore to the department itself, we have ex- 
plained the reasons why programs to benefit the cultural and artistic life of 
society should be confided in normal practice to the relevant agency. This is 
hardly an idea original to our Committee, but is a tradition which we believe 
has so great a value that it should be sustained and protected. 

Only if a funding program is manifestly inappropriate for any cultural 
agency to undertake, and is sufficiently impervious to being subjugated to 
political ends, should it be undertaken by the department. And even then, 
the department should assume the program only after consulting fully with 
the agency(ies) concerned, in order to take advantage of their professional 
expertise and contacts and to clarify respective program roles. 

For cultural policy purposes, the department's chief function resides in 
providing an environment in which Canada’s cultural life and the federal 
cultural agencies themselves may best flourish. 
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This is a responsibility whose significance extends far beyond the more 
specific influence exercised by any particular agency. We see this depart: 
mental responsibility being exercised through cabinet advocacy, as described 
in Recommendation 7, but additionally in three broad and important ways, 
through: 


. regular consultation with the arts and culture communities and with 
other levels of government, ensuring that lines of communication 
are kept open in order to bring to bear on cultural policy develop- 
ment the broadest possible range of informed concerns; 


: development and maintenance of a vigorous program of cultural 
research; 
: exploitation on behalf of artists of the department’s expertise in new 


communications technology. 


In pursuing the first of these three functions, the minister and depart- 
mental officials have immediately available a major resource of knowl- 
edgable advice in the cultural agencies themselves. Through the exercise of 
wise choice in agency board appointments, the minister can be assured of 
receiving the commensurate degree of insight required in the weighing of 
cultural policy alternatives. Beyond the agencies, however, the minister has 
the broader constituency of the arts and culture communities throughout the 
land. A continuous flow of information and advice to and from these com- 
munities, on the part of both the cultural agencies and the department, is 
essential to the development of cultural policies and programs that genuinely 
serve the needs of society. 

In sustaining that flow of information and advice, a special role is 
played by the many national and regional service organizations in the area of 
arts and culture. These organizations, ranging from trade and professional 
associations of artists and cultural producers to more general umbrella 
organizations, can be highly effective liaison and advocacy bodies on whom 
the minister and departmental officials should rely for experienced opinion. 

For service organizations related to particular disciplines and operat- 
ing with true representativeness and effectiveness on behalf of their 
members, federal funding should be assumed or maintained by the cultural 
agency in the best position to judge the quality of the organization’s work. 
For umbrella organizations representing diverse disciplines and activities, 
such as the Canadian Conference of the Arts, assistance commensurate with 
performance should be continued by the department. 

The existence of effective service organizations at both the disciplinary 
and general level is essential, in the Committee’s view, and can greatly 
enlarge and improve the value of the advice available to the minister. 

Two-way communication need not and should not be restricted by the 
department to the cultural agencies and service organizations. During our 
public hearings it became amply clear that many Canadians were dissatisfied 
with their ability to obtain either information or an adequate hearing on 
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cultural matters of concern to them. When the Department of the Secretary of 
State had responsibility for the Arts and Culture Branch, its regional offices 
performed a valuable service in fostering liaison with local citizens and 
cultural groups. Now that the responsibility resides with the Department of 
Communications, we urge that department to use its existing network of 
regional offices not only to implement technical functions in the communica- 
tions sphere, but also to serve the equally pressing information needs of 
culture and the arts. A department specializing in the development of the 
latest technological means of communication will assuredly be able to fill this 
communications gap. 

On a more formal and political plane, there is a constant need for con- 
sultation on cultural matters among federal, provincial and municipal author- 
ities, a need that grows year by year as provincial and municipal govern- 
ments step up their cultural programs. In addition to the talks held each year 
by ministers responsible for culture and heritage, a group known as the 
Assembly of Arts Administrators brings together provincial and federal 
cultural officials to discuss mutual concerns and exchange information. We 
are also aware of the effectiveness of working consultations that sometimes 
occur between staff of cultural departments and agencies of all three levels of 
government, and we feel encouraged by the prospects for improved inter- 
government dialogue emerging from the West with the establishment of the 
Tri-Level Arts Liaison Group in British Columbia in 1977, followed by forma- 
tion of a similar group in Alberta in 1980. The Committee warmly commends 
these types of initiatives, bringing together as they do all levels of govern- 
ment, private foundations and the business community to promote informal 
discussion and information exchange on issues in the arts. While we 
recognize that the Department of Communications cannot alone represent 
the federal government in such consultations, and we acknowledge the im- 
possibility of uniform and binding federal positions because of the cultural 
agencies’ autonomy, nevertheless we urge the department to encourage and 
even to coordinate the consultation process. 

In the conduct of cultural research, too, the department plays an im- 
portant coordinating role. By cultural research, we mean development of a 
knowledge base about arts and culture activities in Canada — not research in- 
to artistic or cultural material, which is usually carried out by scholars and 
critics, often with the financial support of the Social Sciences and Humanities 
Research Council. 

The Cultural Statistics Program is currently operated by Statistics 
Canada in close cooperation with the Department of Communications. The 
key elements in this program are timeliness, reliability and comprehen- 
siveness. Data must be collected and published on a regular cycle, soon 
enough after the time period studied to be relevant and useful; the form and 
content of data must provide an accurate reflection of the field under study 
and be generally accepted as such; and the various sectors of arts and 
culture must be comprehensively covered, requiring the program to be ex- 
tended to sectors not yet served. The department has the responsibility for 
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ensuring that these conditions are met and that the data are monitored and 
interpreted knowledgably, a task in which the involvement of the cultural 
community is essential if the community is to be served well. The Committee 
is pleased to note that such consultation is increasing. 

Both the department’s research and statistics directorate and its policy 
sector conduct their own research studies, the latter in the area of broad- 
casting and electronic communications. These departmental research units 
should increase the amount of research by independent outside researchers, 
in order to fill information gaps and to keep open a variety of information 
sources. Wide-ranging research, resulting in reliable information, is essential 
to successful policy development in the arts and culture as in any other area. 
Equally essential is that the information be widely and _ effectively 
disseminated to those who need it. 

Over the past 10 years, a base has been laid for collecting and inter- 
preting cultural statistics. This important work must continue in order to 
bring this service to the necessary level of effectiveness. We believe that 
Statistics Canada should continue to assume responsibility for the collection 
of cultural statistics as an essential part of its ongoing program and to 
allocate the required funds for this activity from its own appropriations. In 
order to confirm the needs and priorities of the program, full consultation 
should be established with government departments, agencies and the 
cultural community, all of which have a great need for reliable statistics in 
determining their own policies. 

We also consider it essential that the attendant analysis and research 
be conducted by the Department of Communications as a service integral to 
its policy development process. Similarly, most agencies must interpret and 
analyze aspects of their fields in their own way, whether through their own 
research departments or through outside contracts or commissions. The 
cultural agencies should therefore expand their research activities, and en- 
sure that the Statistics Canada program serves their needs and those of their 
clients. 

There is an additional contribution that the department is in a unique 
position to make to cultural and artistic life. When responsibility for cultural 
affairs was transferred to the department also responsible for telecom: 
munications and broadcasting, it was felt, correctly in our view, that com- 
munications technology should no longer be allowed to develop in isolation 
from the cultural implications of its use. The evolution of what is called “hard- 
ware” — such as Telidon, satellite technology and computerized office equip- 
ment — should be able to benefit from a close working association with peo- 
ple in all cultural fields, and the attitudes, insights, principles and policies that 
guide their work. Since the transfer of responsibilities was made in 1980, it is 
our estimation that only a modest beginning has been made in encouraging 
a meaningful interaction between the arts and the communications wings of 
the department. It is our hope that a greater emphasis will be placed on the 
need to realize in organizational, personnel and policy terms the hoped-for 
benefits that motivated the move in the first place. The 1981-82 annual 
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report of the Communications Research Advisory Board, which advises on 
the research program of the department, made just such a recommendation, 
stressing that the availability of appropriate content is critical to the accep- 
tance of the new communications technologies and the two must evolve 
together. 

The very real shortage of “software,” the creative output on which this 
Report centres, presents Canada with an opportunity that may not reappear 
for decades. In this Report, we are expressing the view that our country is 
blessed with an abundant potential for creative work that needs to be realiz- 
ed and exploited. Canada has been a world leader in developing communica- 
tions technologies. These affect our culture in ways that are at the same time 
frightening and invigorating. What we have not done in Canada is promote 
the use of this technology by creative people at the same rate as we have 
developed the hardware. 

We in Canada must grasp this opportunity. The product emerging from 
our communications laboratories in government centres and what have 
become glamorous “high-tech” industries must be understood and used by 
individual artists, producers and performing arts companies. We know about 
the exciting work of our musicians and video artists, supported in many in- 
stances by the Canada Council, in seizing on the possibilities of the new 
technology and producing works of world standard. We would like to see this 
activity continued. But we also see a vital, stimulative role for the Depart- 
ment of Communications in the high-technology field, and would encourage 
development of an arts and technology program within the department. The 
objectives should be the promotion and funding of research and experimen- 
tation, and the provision of access to research results and the hardware 
itself to artists across the country. 

There exist additional functions within the department in the ad- 
ministration of lottery funds for cultural purposes and the subsidized postal 
rates for mail of a cultural nature, but these will be addressed, respectively, in 
Chapter 3, ‘“‘Marshalling Resources,” and Chapter 7, ‘Writing, Publishing and 
Reading.” 


8. A primary function of the federal department housing the 
Arts and Culture Branch is to assist in providing the en- 
vironment in which cultural life may flourish and the 
cultural agencies may best achieve their purposes. In the 
course of advising the minister on broad cultural policy 
directions, departmental officials should pursue this 
primary function by fostering communication and consulta- 
tion, providing an accurate knowledge base for cultural ac- 
tivities, and assisting artists and cultural groups to make 
the fullest use of appropriate technologies. 
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The Canada Council 

The Canada Council will be discussed in many chapters of this Report, since 
its funding policies and programs play such an important role in different 
aspects of our cultural life. But precisely because the Council has had such a 
multifaceted and pervasive influence, it requires a more general discussion 
here. Not only does the Council’s mandate cut across many arts disciplinary 
lines, it also embraces the primary producer (the central concern of this 
Report), the individual creative artist. The Council’s mandate is therefore a 
uniquely sensitive and fundamental one, and certain principles about its 
Operations must be understood. 

The Council was founded 25 years ago from the time of writing, as a 
result of a major recommendation of the Massey-Lévesque Commission. Its 
programs provided support for artists, arts organizations and scholars in the 
broad fields of the arts, the humanities and the social sciences. In 1978, in 
line with the government’s decision to rationalize funding for research ac- 
tivities, the humanities and social sciences division was split off from the 
Council and a new agency, the Social Sciences and Humanities Research 
Council, was formed, leaving the Canada Council to concentrate entirely on 
support of the arts. 

In the past 25 years, the Canada Council has experienced dramatic 
growth parallel to the growth of the arts themselves. When considering this 
period in the arts in Canada, it is important to remember that the Council did 
not make the artistic explosion of the period happen. The energy, creativity 
and talent of artists, as well as what the Massey-Lévesque Report termed the 
“prevailing hunger” for what they could give, were out there in the land, and 
much fine work was already being done. But the Council served as a catalyst 
and an enabler, and in that supporting role it served well. 

Perhaps the main reason why the Council did serve well is that from 
the beginning it consistently sought the advice and guidance of the arts com- 
munity, and has maintained close contact with that community through its 
system of juries and panels and through hundreds of individual assessors. In 
addition, the Council was (and still is) staffed by individuals with a knowledge 
and understanding of the arts and artists. It has been able to attract many of 
its staff from among practitioners in the arts, who normally return to their 
own fields after a stint at the Council. The movement of people between arts 
production and arts support can only be stimulating and useful to both sides, 
and we encourage the Council to maintain this practice. 

The crucial matter of budget allocations among the various artistic 
disciplines is a matter for decision by the Council itself, advised by members 
of the staff. These, in turn, draw on the advice and guidance of the Advisory 
Arts Panel (composed of practising artists, writers, teachers, artistic directors, 
arts administrators and others), their contacts in the arts community, and 
their own experience. The specific granting decisions within each section’s 
programs are also made by the Council, acting on the advice of the staff. Ap- 
plications for grants are adjudicated by panels or juries of specialists in each 


54 Government and Culture 


discipline or by individual assessors. Final decisions rest with the Council 
itself, as the organization’s supreme governing body. 

These carefully worked out decision-making procedures, with their 
system of checks and balances, are an attempt to ensure that the governing 
principle in awarding grants remains the excellence of the project or artistic 
activity. This system derives from, and is central to, the Council’s statutory 
power to make its own program policy and granting decisions, and 
represents the essence of the arm’s-length relationship between the Council 
and government. 

Much was said to us during our public hearings about the merits and 
failings of the Canada Council’s jury system in awarding individual artists’ 
grants. Although there appeared to be among our intervenors substantial 
majority support for the system, we heard a number of recurring criticisms 
about the way in which it is administered. It must be acknowledged that 
most of these criticisms originated in the field of the visual arts (see Chapter 
5), although professionals in other disciplines also made suggestions for im- 
provement. 

We have concluded that the jury adjudication system can serve the 
arts and artists as well as, if not better than, any other system of awarding in- 
dividual artists’ grants. It is essential to the fairness and credibility of the pro- 
cess that its integrity be maintained and be seen to be maintained, and to 
this end we urge the Council to take all reasonable care in its selection of 
juries. In particular: 


. There should be fair and adequate representation of artistic 
background and philosophy, region, sex and age among members 
of juries. 

. A very large pool of qualified jurors should be drawn upon, 


representing a wide range of knowledgable people, and membership 
should be rotated frequently so that no individuals or represen- 
tatives of specific groups may exercise undue or prolonged influence 
on jury decisions. 


We understand that the Council does attempt to follow these prin- 
ciples. But they are worth stating here because they are so crucial in main- 
taining the credibility of the system. Juried competitions in which there are a 
limited number of grants available will inevitably produce more disappointed 
candidates than successful ones; a certain amount of disillusionment with the 
system is therefore unavoidable. We feel that the results of jury adjudications 
will be more widely accepted if Canadians have faith in the integrity of the 
process and of the people operating it. The Council could therefore do more 
to explain its adjudication process both to the arts community and to the 
public. 

Closely related to this concern is the need for regular and effective com- 
munication and consultation by the Council with the arts and culture com- 
munity and the public. Given the ability to communicate with increasing ease 
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and efficiency, with electronic tools at hand that can provide a quick and ef- 
fective flow of information from one part of Canada to the other, we believe 
that the Council would be wise to forego its longstanding plan to develop its 
own regional office network. Canada Council officers travel a great deal, as 
they must, and the jury and advisory units fundamental to the operation of 
the Council also provide a basis of understanding the needs and issues 
specific to various parts of the country. Direct contacts between clients and 
the Council’s officers and decision-makers are an essential part of the opera- 
tion in any case. But in addition to these modes of communication, the Com- 
mittee encourages the Council itself to undertake periodic public hearings in 
various parts of the country to strengthen its contacts with its constituency. 
Furthermore, in our preceding section on the Department of Communications 
we recommended a greatly strengthened arts and culture component within 
the department’s regional and district office network, and it seems to us that 
this network could serve the Council effectively, by providing the interested 
public with the Council’s publications and information brochures and by 
passing on queries to the relevant Council personnel. 

Community arts support is another area in which we believe the Coun- 
cil must become more committed and active, extending its responsibilities to 
nonprofessional arts activities of quality and local or regional importance. We 
have frequently heard the argument that the Canada Council must not 
weaken its position on “excellence” as a criterion for arts support, and that a 
large, differently oriented staff would be required to handle the vast clientele 
involved in community arts. We have no desire to see the Council’s concern 
for the highest possible standards compromised in any way. At the same 
time, we cannot see how the Council can continue to give such low priority to 
community arts activity in theatre, visual arts or music-making at all levels 
when it devises its policies for particular arts disciplines. In addition, it has 
been made clear to us that professional artists can develop valuable and pro- 
ductive relationships, to say nothing of sources of revenue, through working 
with and for such groups. The Canada Council should therefore build up a 
carefully prescribed program of assistance to enable community arts 
organizations to employ arts professionals, with the objective of enhancing 
the quality of community arts work and public enjoyment of the arts 
generally. The elements of the kinds of support activities we have in mind are 
already in place at the Council in programs such as Explorations, and these 
should be extended and made more generally applicable. 

Clearly an expansion of the Council’s activities, such as those we pro- 
pose in the succeeding chapters of this Report, would require an increase in 
the Council’s annual parliamentary appropriation. Such an increase is re- 
quired in any case, merely to allow the Council to continue the crucial work 
that it has been doing. In spite of its record of achievement, the Council has 
been perceived by the artistic community for the past several years as being 
in a state of crisis. And if the Council is in crisis, it follows inevitably that the 
arts in Canada must be in a similar condition. The central problem was sum- 
marized for us in the Council's brief to the Committee: 
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“Today the Council finds itself faced with an increasingly eroded 
field of clients and potential clients, with the growing expectations 
of both artists and audiences, with double-digit inflation and an ef- 
fectively shrinking budget. With the erosion of the spending power 
of our funds, we have been forced to forego supporting new ven- 
tures and new initiatives. Survival, rather than achievement, is 
becoming the order of the day.” 


In the realm of the arts, the consequences of such a situation are far 
more calamitous than a little enforced belt-tightening. In order to flourish, the 
arts require daring, experimentation, risk. But because of several years of 
budgetary restraints and even cutbacks at the Council, ‘“‘support to new com- 
panies, to younger artists, to those inventive spirits on the frontiers of art, is 
simply not possible unless we rob Peter to sponsor Paul,” to quote the Coun- 
cil’s brief again. 

The Council was correct in terming its parliamentary appropriation 
over the five years 1975-76 to 1980-81 ‘‘a sustained diminuendo.” The value 
of the appropriation in real economic terms fell by an average of 2.1 per cent 
a year. Indeed, the Council estimated that its budget would have required an 
additional $13.3 million in 1980-81 dollars merely to have kept pace with in- 
flation during that period. The consequences for artists and arts organizations 
that have been sustained by the Council — theatres, orchestras, dance com- 
panies, galleries, publishers — can be imagined, and will be described in the 
chapters that follow. 

The consequences to others are at least as great. When funds are 
scarce, sustaining the established operations becomes a priority; we dare not 
lose our arts organizations of quality and experience. As a result, the new, the 
emerging, the experimental — in fact the future — must wait in the wings until 
funds are once more available in sufficient quantity to enable their appeals to 
be considered, too. We cannot deny ourselves that future. Although there are 
indeed other channels within the federal government offering support to arts 
programs and cultural activities, only the Canada Council among federal 
agencies is concerned with sustaining top-level arts organizations and en- 
couraging the emerging or established individual artist. The Council’s funds 
should not be allowed to be eroded to the point where it is no longer able to 
fulfil its responsibilities to the country as a whole. 


9. The federal government should regard the Canada Council 
as a primary instrument of support to the arts. According- 
ly, it should augment the Council’s annual parliamentary 
appropriation, having regard for the real, as distinct from 
the nominal, value of the Council’s grants and sustaining 
support and for the consequences that will follow if the 
real value of that support is allowed to diminish. 
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Parliamentary appropriations must be of a magnitude that 
will permit new initiatives, both inside and outside the 
Council’s current areas of support, to be developed and 
sustained. 


The Implications of Federalism 


The federal government is not, of course, alone among Canadian govern- 
ments in concerning itself with the support of culture. Provinces and munici- 
palities have been similarly involved — in the operation of libraries, archives, 
museums, and in the encouragement of the visual, applied and performing 
arts, of writing and publishing, and of the newer cultural industries. All pro- 
vinces have vigorous ministries for culture or the arts and four (New- 
foundland, Ontario, Manitoba and Saskatchewan) also have arts councils 
similar to the Canada Council. The Saskatchewan Arts Board was Canada’s 
first. The provincially based systems of public schooling provide the primary 
channels for cultural transmission to the young, and provincial and local 
education authorities give varying degrees of training in and for the arts. 

It was not part of the task of this Committee to examine the cultural 
policies and programs of these other jurisdictions, although in the course of 
our hearings across the country we were able to meet, either publicly or 
privately, with many ministers and provincial officials involved. But no ex- 
amination of federal cultural policy would be complete without giving some 
attention to the implications of the concurrent activities of the other govern- 
ments. 

In the representations made to us, in briefs and at public hearings, 
relatively little was said about federal-provincial questions of jurisdiction. The 
dominant mood, in fact, was one of impatience — amounting at times to ex- 
asperation — arising from the sense that pleas of lack of jurisdiction were be- 
ing used by one or another government to justify inactivity in the face of 
urgent needs, or that confusion was being caused by the failure of authorities 
in the various levels of government to consult one another and to harmonize 
their activities. 

The views of this Committee on the role of government in cultural mat- 
ters have, we believe, important implications for the relationships among 
governments on such matters in the Canadian federal system. If cultural life 
is to be autonomous and self-directed, it is important that it not become ex- 
cessively dependent on one source of support — and especially on one 
governmental source. For this reason alone we welcome the support of all 
governments — federal, provincial and municipal — to cultural activity, and 
would wish, in fact, that all might increase their exertions in this direction. 

But there is, we believe, an even more compelling reason why it is both 
unnecessary and inappropriate to differentiate the roles of the different levels 
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of government with the aim of endowing each or any of them with exclusive 
powers. What has been said about the need for federal activity in support of 
culture to be directed to cultural purposes applies with equal force to com- 
parable activities on the part of all other governments. And as long as this im- 
perative is respected by all, there should be little sense of rivalry among 
them. When jurisdictional conflicts erupt over cultural matters, the inference 
may be drawn that one or both of the contending parties is bent on using 
cultural programs for political ends and finds its ambitions thwarted by the 
other. The effect of this can only be to politicize the support of culture by all 
governments. 

Only in one matter among all the aspects of cultural policy that we 
have examined do we find concurrent activity unacceptable: namely, in the 
exercise of regulatory powers, especially over broadcasting. Only if there is a 
single regulatory authority will it be possible to sustain and expand Cana- 
dian production of high quality that will serve the widest possible range of 
interests and tastes and provide the greatest access by Canadian talent in 
all parts of the country to its potential audiences. As will be seen in Chapter 
10, “Broadcasting,” we consider that this need is, if anything, reinforced by 
the dramatic technological developments, actual and prospective, in the 
delivery of visual images to Canadian homes. 

Regulatory functions of this kind are, however, a special case. In the 
general support of culture there is ample room — and need ~ for all levels of 
government. 

Inevitably, the cultural activities of each actor in the federal system will 
impinge on those of others. In some situations, such as the development of 
countrywide library and archival systems, and the preservation and public 
enjoyment of heritage resources generally, there will be elements of in- 
terdependence among the various public agencies involved at different levels 
of government. And as patrons of the contemporary arts, authorities within 
each jurisdiction are likely, in the very nature of things, to pursue their own 
distinctive courses — reflected in their ranking of priorities and choices of 
criteria. Confronted by this multiplicity of public patrons, each applying its 
own standards and conditions, cultural organizations may well experience a 
certain confusion and frustration at times. 

This is not, however, an argument for the concerting of all public pro- 
grams in a single countrywide “system” of patronage. The fact that agencies 
at different levels develop their programs within different cultural perspec- 
tives is, in our view, not only necessary but desirable, and we must caution 
against an undue preoccupation with intergovernmental coordination. 

The essential need is for a willingness to consult, coupled with a free 
flow of information among public authorities within different jurisdictions. It 
is our clear impression, in fact, that most cultural agencies and offices need 
little urging in this direction and sense a strong community of interest with 
their counterparts in other levels of government — and, for that matter, with 
those in the private sector who are deeply involved in the support of cultural 
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activity. Certainly we have found this to be generally true of the Canada 
Council, the National Library and the Public Archives, and we would expect 
the establishment of a Canadian Heritage Council, which we propose in 
Chapter 4, to improve relationships within the museum community. 

As we noted above in the section on the Department of Communica- 
tions, federal and provincial ministers responsible for cultural affairs, and 
their respective departmental officials, will continue to be involved in this 
consultative process. But it follows from our general view of the role of 
governments in the support of culture that cultural affairs need never be a 
contentious item in the agendas of federal-provincial ministerial conferences. 
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Marshalling Resources: 
The Political Economy 
of Culture 


All cultural pursuits use resources in the broad sense of that term, which em- 
braces not only those goods and services that accountants deal with, but also 
human talent, knowledge, skills, energy and time. For much of our cultural ac- 
tivity, the principal requirement may be only the leisure time of those taking 
part — itself a scarce resource, although less scarce than it used to be. Increas- 
ingly, however, cultural pursuits require resources that must be paid for: 
buildings, equipment, supplies, and the efforts of artists, producers and dis- 
tributors. Wherever the Committee went, we were told — by the artists, pro- 
ducers and distributors, it is true, but also by those who watch and listen and 
read, or devote their leisure time to more active roles — that the resources 
available in Canada were inadequate or misdirected or both. 

Many of the findings and recommendations throughout this Report 
have to do, by implication at least, with just such matters. But it seems to us 
useful to consider in a general way the role of the federal government in 
influencing the flow of resources to culture. Why does the government in- 
tervene? How much can - or should — it do? At what points in the complex 
sphere of cultural activity should its assistance be brought to bear? And what 
forms should its intervention take? 

It is not at all clear from the national accounts how much of the Gross 
National Expenditure is devoted to cultural activity. Even the classification of 
activity under this heading is far from precise. But estimates of total recorded 
cultural expenditures in Canada (excluding formal education) for the current 
year range from $7 billion to $9 billion — upwards of $300 for each man, 
woman and child in the country. 

That the federal government is already deeply involved is abundantly 
clear from the public record. Federal expenditures on cultural activities in 
1981-82, according to the official Estimates, totaled some $1.2 billion. This 
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means that direct federal expenditures account for about one-sixth of all the 
resources devoted to culture. In addition to this, through provisions in the tax 
laws, the government encourages Canadians and Canadian organizations to 
make gifts to or investments in cultural undertakings, by offering tax reduc- 
tions as a partial offset against the amounts given or invested. When govern- 
ments forego tax revenues by such devices, they must raise compensating 
sums in other ways; hence the expression ‘“‘tax expenditures,” to indicate that 
such incentives involve a charge on the public purse and consequently on all 
taxpayers. 


The Case for Public Action 


Because the allocation of resources is the stuff of economics, it is scarcely sur- 
prising that those who champion government activity in support of culture 
tend to couch their arguments in economic terms — or, all too often, in what 
they mistakenly imagine to be economic terms. There is, in fact, a wide mea- 
sure of agreement among economists on a number of economic justifications 
for government intervention to increase the flow of resources to cultural acti- 
vity. But before considering these, it is necessary to dispose of certain fallacies 
that masquerade as economic arguments and which, despite their invalidity, 
are so persistent and widespread that they cannot be ignored. 

Government, it is said, is justified in increasing the flow of resources to 
culture in order to create employment, to improve the balance of payments, to 
enlarge Gross National Expenditure — or even, because of the taxable cash 
flows generated, as an ingenious way of increasing tax revenues. Since the 
inescapable inference is never drawn that cultural expenditures should be cur- 
tailed when there is full employment or a favourable balance of payments, 
there is an attractive plausibility to these arguments (although the frequent 
assertion that a given expenditure will be exceeded by the consequent tax 
yield might be expected to strain the bounds of human credulity). Money 
spent on culture clearly can create employment; it can result in Canadian 
goods and services that will displace imported goods and services; and as the 
money works its way through the economy, it will be reflected in Gross Natio- 
nal Expenditure and generate tax revenues. What is overlooked, however, is 
that when resources are applied in one direction they cannot be applied in 
others which might have yielded even greater benefits to employment, the 
balance of payments, and productivity. 

In both Chapters | and 2, we have emphasized the need for government 
activities in support of culture to be directed first and foremost to cultural pur- 
poses. In the same vein, we must conclude that although employment, econo- 
mic growth and the balance of payments are inescapably the concern of 
government, they are most appropriately pursued by such measures as fiscal, 
monetary and commercial policies, and that whatever effects cultural pro- 
grams may have on them are necessarily incidental. 
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The Market, and the Measure of Cultural Benefits 

The arguments advanced by economists for government intervention in sup- 
port of cultural activity all relate to the failure of the market to function pro- 
perly — the “market” being the shorthand expression for the sum of the multi- 
tude of individual transactions which govern both the allocation of resources 
to the production of goods and services, and the distribution of those goods 
and services throughout society. In effect, the market works by a matching of 
supply and demand-a balancing of costs, in terms of the resources 
employed, against the benefits enjoyed from the resulting goods and services. 
If the costs of some activity are not fully reflected in the market (and environ- 
mental costs are a case in point) too many resources will flow into that acti- 
vity, and the incomes of producers will be correspondingly inflated. If, on the 
other hand, the market fails to register the full benefits conferred by an acti- 
vity, the latter will be denied its proper share of resources and the incomes 
associated with it will be curtailed. The principal economic justifications for 
government intervention in support of cultural activity involve market “‘fail- 
ures” of the latter sort. 

One form of this failure can be readily understood by recognizing the 
longevity of cultural products, which sets them apart from other human crea- 
tions. Most wants and needs are met by goods that are produced and con- 
sumed within a brief span of years or even days — our food, our clothing, our 
gadgetry, even most of our structures. Only when we ascribe cultural values to 
them — as expressions of a pattern of living and thinking characteristic of their 
own particular time and place — do we take steps to preserve human artifacts 
of this sort. In this way we make cultural objects of every conceivable product 
of the human mind and human hands: neolithic weapons, Viking ships, Chip- 
pendale chairs or the Great Wall of China. But cultural products have this 
quality — or at least aspire to it — from the moment of their inception, whether 
they be a Parthenon or a Taj Mahal, the speculations of the pre-Socratics or the 
analects of Confucius, Kabuki theatre or the plays of Shakespeare. 

The market cannot reflect such lasting benefits. To the writer, the com- 
poser, the painter or the scholar, the market presents a demand that reflects, 
at best, only the benefits to his or her own generation. Yet each generation 
must not only preserve and pass on all that is significant in its own cultural 
inheritance, but must also add to that stock new elements of its own creation, 
for which the demand of its own time may be small but from which large 
future benefits may flow. In a sense, then, it is the crucial function of the 
patron of culture — whether a Medici or a Canada Council — to serve as agent 
on behalf of the future, a surrogate for later generations. 

Other instances of failure by the market to reflect the demand for cultu- 
ral products in its entirety have been identified by economists. There may be 
uncertainty on the part of many people about whether they will be able to 
avail themselves of a cultural event. But if there is a widespread desire none- 
theless to possess the option of doing so, even at some cost, intervention from 
beyond the market may be needed to allocate enough resources, reflect- 
ing that latent demand, to make the event possible. In other cases the market 
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may fail because the cultural creations in question — like the fountains of 
Rome or the spires of Oxford — are so freely accessible to any who may find 
pleasure in them that the market can never recover the cost of their creation 
from those who benefit. In these circumstances, the market may register little 
demand - reflecting little of the actual benefits in terms of public satisfaction — 
and, in the absence of intervention to remedy this fault, will allot too few 
resources to any such cultural purposes. 

As a logical argument for government intervention to increase the flow 
of resources to cultural activity, the catalogue of market failures is persuasive. 
But it leaves unanswered at least two important questions. How much is nee- 
ded to remedy these failures? And where should the additional resources be 
directed? The market is in fact the only mechanism available for measuring 
demand in terms that can be translated into quantities of resources, and when 
the market fails we can only guess at the scale of the remedies required. For 
the same reason, because the market fails to register benefits and no alterna- 
tive means of measuring them are available, attempts at cost/benefit analysis 
are bound to fail. Only a judgment that is both intuitive and prophetic will 
serve. Comparable difficulties are encountered in deciding which new cultural 
products will prove of lasting benefit or excite a latent demand, and which will 
prove abortive or ephemeral. The fate of most cultural creations, whether aes- 
thetic or intellectual, has been quite properly the dustbin of history — or, at 
best, a kind of cultural compost heap. But there is no calculus or empirical test 
to tell us where the promise lies. In the end, the economists can tell us only 
that an act of faith - and judgment — is required. 


Cultural Activity as “Merit Goods” 

Several other classes of economic arguments in support of government in- 
tervention in cultural activity deserve notice, although they may advance us 
no closer to an appropriate allocation of resources. 

The first group of arguments are not, in fact, specific to cultural activity 
but have a much wider application; these relate to situations in which the 
domestic market is affected by foreign influences in ways that may require 
corrective interventions for as long as the effect of those influences persists. 
One of these is the ‘‘infant industries” argument — the notion that the domestic 
market, although quite capable of supporting a domestic industry, is so 
preempted by foreign producers enjoying a head start and the economies of a 
large output that aspiring domestic producers, however efficient, cannot hope 
unaided to reach a level of output where their prices will fall to levels where 
the market will sustain them. It is an argument with a long history in every in- 
dustrially developing country, used to justify tariffs, subsidies and a variety of 
other protective or preferential measures — which should be temporary in the 
circumstances urged in justification but tend to outlive those circumstances. 

An analogous situation occurs when the foreign intrusion in the 
domestic market is created or sustained by the actions of governments in 
other countries designed to foster their own industries. In the special case of 
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“dumping” practices, the argument for protective measures to counter this in- 
vasion is widely accepted, on the grounds that the effect of such practices is to 
distort the allocation of resources, at a real economic cost. But other forms of 
foreign intervention may, in fact, be benign in economic terms; if the foreign 
products are essentially identical to the domestic products they displace, their 
effect may simply be to satisfy the domestic demand at lower cost and permit 
the reallocation of domestic resources to other purposes. In any event — as in 
the case of the infant industry argument - it is possible, in theory at least, to 
apply empirical tests of whether protective measures are justified, although 
judgment will be needed to settle the kind and degree of intervention ap- 
propriate to the circumstances. 

It is no accident that the word “culture” does not occur in sketching 
these arguments, for this class of argument relates essentially to commercial 
and industrial policy and touches only incidentally the cultural policies and 
practices of government. Economists do sometimes find in these situations 
some special justification for the protection of cultural activity at home, but on 
closer examination it becomes evident that, consciously or unconsciously, 
they have reached beyond the range of economic processes to ascribe social 
values — unknown and unknowable in any market, however perfect — to cultu- 
ral activities and products. 

This same resort to social values is the distinguishing characteristic of 
the final class of justifications frequently offered by economists for government 
support of cultural activity. In some of these the argument is made in econo- 
mic terms, without recognizing that it rests, in fact, on a judgment of value 
quite independent of economic considerations. One such is the often-cited 
argument focused on differential rates of increase in productivity, associated 
with William J. Baumol and William G. Bowen. The key to their case is that the 
arts (specifically the performing arts, in their original presentation of 1966) rely 
heavily on human effort, which can seldom be displaced by labour-saving 
technology to increase productivity. As other sectors of the economy expe- 
rience gains in productivity, wage rates must rise for all, including the cultural 
sector, and with little or no gain in productivity to offset these increased labour 
costs, the prices of cultural products must rise. But if demand is sensitive to 
these price increases — and some studies indicate that it is — cultural activity 
will lose its audiences and suffer a decline. Rising subsidies are therefore 
necessary even to sustain a steady level of cultural output. 

Discussion of this thesis has concentrated on two questions. It is asked 
whether, as rising productivity in other sectors raises incomes, demand for 
cultural products may not keep pace with — or conceivably outstrip — their 
increases in price. It is also argued that the measurement of productivity 
applied to the arts may be too restrictive, making too much of the fact that, for 
example, the performance of a quintet will always require five musicians and 
neglecting to notice that new technologies such as broadcasting and record: 
ings may, in effect, increase the productivity of the musicians very consid- 
erably by enabling them to satisfy new kinds of demand. 
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What seems to be overlooked, however, is that even if there is little or 
no gain in productivity, and even if rising prices do depress demand, the case 
for intervention remains to be made. Economists have, after all, accepted 
with equanimity the effect of low productivity growth on such activities as 
domestic service. Certainly they would see in this no evidence of market 
failure; on the contrary, it is more likely to be seen as the economic universe 
unfolding as it should. If, then, a decline in the output and consumption of 
cultural goods is judged to require corrective measures, it can only be 
because any such decline is deemed to be socially undesirable. If the market 
has failed, it is not because its reflection of the forces of supply and demand 
is defective, but rather because supply and demand are judged to be inade- 
quate or inappropriate criteria for the allocation of resources to cultural pur- 
poses. 

This puts the Baumol-Bowen thesis squarely in the class of arguments 
based on the concept of “merit goods”: the notion of a category of goods and 
services that deserve to be fostered, in both their production and public en- 
joyment, irrespective of how the market may measure costs and benefits — 
simply because they are meritorious. Clearly this concept offers a congenial 
setting for the view taken by this Committee of the manifest value of cultural 
activity in releasing the creative potential of a society, and in illuminating and 
enriching the human condition — celebrating its strengths and exposing its 
frailties. 

In this view, intervention to increase the flow of resources is necessary 
both to foster the creation of cultural goods of all kinds and to enlarge their 
accessibility to all members of society in accordance with the preferences of 
each. Pushed to its limit, it might seem to suggest that, ideally, neither output 
nor availability should be constrained by market forces — clearly an absurdity 
in a world of finite resources. But if the claims on resources can only be 
relative, the justification appears to be no less valid. It may not be enough 
simply to remedy market failures (to the extent that these can be measured); 
something more may well be needed in order to achieve that allocation of 
resources which yields the best balance of benefits to society. 

In a sense, the merit goods case and the argument of market failure 
merge into one another; what distinguishes them is the degree of public 
awareness. For implicit in the notion of merit goods is that cultural activity 
confers benefits of which the public, or some significant part of it, is simply 
unaware: there is, in effect, a failure of information. To the extent that people 
can be made aware — and the argument can be made that government should 
sponsor or support efforts at public ‘‘consciousness raising,” as it has done for 
physical fitness through the Participaction program — the merits of culture 
then become benefits which people feel but which remain largely ignored by 
the market, and we are back to the original problem of market failure. 


Mass Markets and Minority Tastes 
These arguments for government intervention are of particular relevance to a 
number of concerns that were recurring themes in representations made to 
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the Committee and in our own deliberations. One of these was the necessity of 
sustaining a range of cultural activities that accommodates the widest possi- 
ble variety of interests and preferences. The virtually limitless variability of 
tastes, coupled with the fact that much cultural activity caters to only small 
minorities, tends to circumscribe the range of preferences to which the market, 
left to the interplay of its own forces, will respond. And in the judgment of 
some economists, this problem is aggravated by the large element of risk or 
uncertainty associated with the launching of new cultural ventures — a new 
book or magazine, a new record or film, a new play or musical work, or a new 
painting or sculpture that breaks away from familiar conventions. 

To the extent that these ventures involve substantial investments of 
resources — as most do, in one form or another — producers will seek ways of 
reducing the risk. They will make efforts to detect the early success of a new 
work, concentrating resources (including advertising) on reinforcing that early 
trend. Successful ventures are exploited in every conceivable way: by produc- 
ing sequels, through adaptations in other media, by generating “star” status 
for creators or performers associated with the success. The effect of all such 
measures, however, is to reduce risk at the price of narrowing the range of in- 
terests and preferences served. 

For certain kinds of cultural products — those employing industrial pat- 
terns of organization for their production and distribution, like films, records 
and books — uncertainty may be reduced by organizing on a scale large 
enough to permit the pooling of risks associated with a wide variety of pro- 
ducts. If, in fact, the pooling of risks increases the range of preferences served, 
a case can be made for government policies and programs that will foster the 
development of enterprises large enough to achieve this result. But even 
large-scale organizations may prefer to reduce their risks without diversifying 
their efforts. The more dependent producers are on serving large audiences in 
order to recover costs or simply to maximize their revenues, the greater will 
be the tendency to cater only to those tastes that are most widely shared — 
as film production and commercial television have shown. 

In the view of the economist Kenneth Boulding, this concentration on 
the culture of mass production and mass consumption has potentially 
disastrous consequences. By his account, the culture of mass appeal — the 
superculture — is incapable of sustaining itself creatively and relies for its con- 
tinuing vigour and productivity on the creative and experimental capacity of 
those kinds of activity that serve minority interests; yet, by its very success, it 
tends to eclipse and extinguish the activity on which it depends. Whether or 
not a parasitic relationship of this kind can be demonstrated remains to be 
shown. But regardless of whether any such process of cultural extinction can 
be proven, the fact can be demonstrated that, historically, those cultural ac- 
tivities that have conferred the most lasting benefits, and which have been 
seen, in retrospect, to have done most to illuminate their times, have more 
often than not served only minority interests in their own day. On grounds 
either of market failure or of diffuse social values, the case for intervention ap- 
plies with special force to the satisfaction of minority preferences. 
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Again there will be limits to the degree of intervention, which will re- 
main, of necessity, matters of judgment. Not every minority interest can be 
served, and no tastes can be met to the point of satiety. But, given the general 
case for intervention, the problems posed by minority preferences must weigh 
heavily in deciding where resources should be directed. 


Metropolis and Hinterland 

The regional aspirations expressed to the Committee throughout the country 
encounter difficulties comparable to those associated with minority pref- 
erences. The difficulties in this case, however, owe less to defects in the work- 
ing of market forces than to the restricted size of markets served by activities 
outside the major metropolitan centres. Inevitably, this limits the range of 
cultural activities that can be supported; a smaller centre or sparsely 
populated region cannot hope for a resident opera company or for institutions 
rivalling the Royal Ontario Museum. If, by good luck or good management, 
adequate physical facilities can be found, a concentrated effort can generate 
an extraordinary seasonal market of limited duration to support a festival in, 
for example, Stratford, Charlottetown or the summer theatre movement in 
Quebec. But a cultural event of this kind, like the interest it attracts (for this is a 
case of supply creating its own demand) is temporary; its cultural roots in the 
community, as distinct from its impact on the local economy, remain weak. 

The limitations of market size have other, more pervasive effects on 
cultural activities in regions outside the metropolitan areas. At least since the 
time of Adam Smith it has been recognized that the degree of specialization in 
the use of production resources is governed by the size of the market. This af- 
fects the pattern of cultural activity in smaller markets in a number of ways. 
As we reported in our Summary of Briefs and Hearings, the submissions 
received from universities laid particular stress on the cultural role of univer- 
sities in smaller communities as animators, impresarios, and suppliers of 
cultural events and services. The clear inference was that the existence within 
metropolitan centres of richer and more varied cultural services of a specializ- 
ed nature made it unnecessary, and even inappropriate, for universities in 
those centres to assume this role to anything like the same degree. By implica- 
tion, the metropolitan universities should be able to devote themselves more 
singlemindedly to their own distinctive functions of advanced learning and 
research — a further manifestation of the greater specialization characteristic of 
larger markets. 

Specialization also expresses itself in professionalism. It is significant 
that those who urged that there be greater sensitivity to regional needs in 
federal programs of cultural support also tended to deplore an excessive em- 
phasis on professional activity in the shaping of those programs. We must, in 
fact, agree that if government intervention is restricted to the support of pro- 
fessional activity, especially in the performing arts and the cultural industries, 
the beneficiaries of that intervention will be heavily concentrated in the larger 
centres. 
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There has, of course, been a striking increase in professional activity 
throughout the country. But the Committee encountered some evidence that 
professional performing arts companies in small centres must bear additional 
costs as a consequence of having to compensate their members for the disad- 
vantages of their location. These include not only the intangible but very real 
costs of diminished visibility — to audiences, to their peers elsewhere, and 
through reviews of their work — but also the more direct loss of income from 
other uses of their professional skills, such as broadcasting or advertising, 
which are concentrated in the metropolitan areas. 

As in the matter of minority preferences, it is a question of judgment 
how far government should intervene to remedy the disadvantages experienc: 
ed by regions remote from metropolitan centres. It is sometimes argued that 
regional interests can be better served by provincial and municipal authorities 
than by the federal government, and we entirely agree that these are, or 
should be, matters of particular concern to the provinces and cities affected. 
But we must recognize, at the same time, that unless account is taken of 
regional problems in the framing of federal programs, the latter may, in fact, 
aggravate those problems. The effect of an excessive concentration of 
resources on professional activity has already been mentioned as one exam- 
ple of how this can occur. Another can be seen in the effects of encouraging 
private donations to cultural activities by allowing deductions from personal 
and corporate taxable incomes. Inescapably, government intervention in this 
manner to increase the flow of resources favours the metropolitan centres, 
because of the concentration — not only absolute but relative to population as 
well — of personal and corporate incomes in these centres. Moreover, if the 
geographic imbalance of such tax expenditures has the further consequence, 
by stimulating cultural ventures in those centres, of generating a comparable 
increase in metropolitan claims on government assistance in more direct 
forms such as Canada Council grants, the resulting distribution of direct sup- 
port will almost certainly compound the distorting effects of the tax incentives. 

Even government efforts to enlarge the flow of cultural products of high 
quality throughout the country — in such forms as broadcasting networks, 
traveling exhibits, or the touring of artistic performances — may be seen by 
regional interests as a preempting of regional markets by metropolitan pro- 
ducts. This perception may resemble the way in which foreign intrusions are 
viewed as a cause for protective measures of government intervention on 
behalf of national cultural interests as a whole. We recall being told in 
Yellowknife by spokesmen for the Inuit Tapirisat that, in the eyes of the 
northern peoples, the threat to their culture from sources outside Canada 
paled into insignificance beside the threat from our own metropolitan centres. 

The fact that certain forms of intervention may produce such side effects 
in no way weakens the case for intervention — or even for using the instru- 
ments in question. It does, however, underscore the need to weigh carefully 
the full range of consequences of each mode of intervention available to the 
government, in the light of all the cultural purposes to be served. It also sug- 
gests that, just as there is no simple formula for calculating the proper degree 
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of intervention, so too there can be no inner consistency among the methods 
of intervention employed. Each will entail both costs and benefits — and cultu- 
ral costs and benefits in particular. Because these will defy precise measure- 
ment, the determination of the right mixture, like that of the appropriate sum 
of resources to be applied, will always be a matter of judgment. 

The need for judgment and foresight in the application of resources has 
been a recurring theme in the foregoing pages. The fact that no mechanisms 
exist for calculating the degree of intervention required or for identifying with 
any precision how it should be applied presents a chronic difficulty: whose 
judgment and foresight is to be trusted? Part of the answer was seen in the 
preceding chapter, in our emphasis on the autonomous status required by 
federal agencies which must make such judgments, on the care that must be 
exercised in choosing their members, and on the importance of the criteria 
and procedures by which they act. But however well-intentioned and well- 
informed, no single source of resources can be infallible as judge and prophet. 
Moreover, an excessive concentration of this function in the hands of a single 
authority like the federal government, which must pursue many purposes 
unrelated to the needs of cultural life, magnifies the risks. It is therefore essen- 
tial that resources should flow to cultural activities from a multiplicity of sour- 
ces, each guided by its own judgment of needs. And the extent to which this 
will happen will itself be influenced greatly — if not decisively — by the govern- 
ment’s own choice of modes of intervention. For, as will be seen in the follow- 
ing sections, certain of the courses open to the government and its agencies 
have the effect of stimulating resource flows from a wide variety of sources in 
the private sector — or from other governments — with an accompanying dis- 
persion of the exercise of judgment. 


Modes of Government Intervention 


The federal government plays a number of overlapping roles in the cultural life 
of the country. Through agencies such as the Canadian Broadcasting Corpora- 
tion, the National Film Board and the National Arts Centre, it is a proprietor of 
production agencies. In its operation of museums, archives and parks it serves 
as Custodian of our cultural heritage. By a variety of means, including the com- 
missioning of works, the giving of grants and the award of prizes, it plays the 
part of a patron. It acts as catalyst through tax incentives designed to 
stimulate private investment and philanthropy. And using its legislative power 
to prescribe standards and quotas and to define property rights, it serves as 
regulator. 

In all these roles, its actions have the effect of influencing the flow of 
resources to the cultural sector, or the distribution of resources among regions 
or cultural preferences, and among the various participants in cultural activity. 
But each role entails its own characteristic modes of intervention, and for any 
given problem, the impact of government intervention can vary enormously 
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according to the choice of modes. For example, the government can en- 
courage the publication and sale of Canadian books by paying subsidies to 
publishers for the production of books chosen by some test of quality; alter- 
natively, as in Ontario’s Halfback scheme, described later in this chapter under 
the heading ‘‘Government as Patron,” it can apply a subsidy to purchasers of 
Canadian books. In both cases, there is an intervention in the market to in- 
crease the flow of resources — in the first instance by absorbing some part of 
the cost of book production, and in the second by sharing with the reader the 
purchase price of his own choice of books. But the consequences of the first 
course may be very different from those of the second in terms of the kinds of 
books produced and bought. 

The choice of modes of intervention may involve first of all a choice of 
roles. The latter are not mutually exclusive, and all governments exhibit mix- 
tures of roles in their cultural programs. They do so, however, in varying pro- 
portions, and the resulting variety in patterns of intervention among coun- 
tries is one of the first things to strike an interested observer. Many European 
countries are heavily involved as proprietors and producers, not only of their 
broadcasting systems but also of most of their great orchestras and operatic, 
theatrical and dance companies. In the United States, on the other hand, the 
national government has relied primarily on the role of catalyst, using its tax 
laws to encourage private support of artistic production. In Canada the domi- 
nant role of the federal government has been that of patron; the European 
model is found only in such exceptions as the Canadian Broadcasting Cor- 
poration, National Film Board and National Arts Centre. Even in these, the 
political and bureaucratic links to government have been minimized — follow- 
ing the pattern pioneered in the United Kingdom in the British Broadcasting 
Corporation and the Arts Council of Great Britain — by devolving the respon- 
sibility to autonomous bodies. 

A number of the representations made to us urged that the federal 
government enlarge its role as catalyst by increasing the tax incentives of- 
fered to private donors on the United States model. The fact that important 
incentives are already available (on a scale unknown within European coun- 
tries, although less generous than U.S. provisions) underscores the fact that 
these varied approaches can be employed simultaneously — as does the 
growing American resort to direct patronage following the establishment of 
the National Endowment for the Arts in 1964. 

The fact remains, however, that choices do have to be made. Although 
governments may choose varying combinations of roles, as proprietor, 
patron or catalyst, it must be recognized that all roles involve the diversion of 
resources to cultural activity at the expense of other public or private uses of 
those resources. The aggregate cost of all forms of intervention will always be 
an issue for the political process to settle, whether that intervention takes the 
form of state ownership of cultural undertakings, or of direct grants and sub- 
sidies, or of indirect assistance through tax incentives. The latter question is, 
of course, not unrelated to the former; the more closely the chosen modes of 
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intervention correspond to the public perception of needs, the greater will be 
the public acceptance of the tax burdens involved. But it is quite unrealistic to 
expect the federal government to enlarge its proprietary role in emulation of 
the European model, or to broaden its tax incentives on the United States 
pattern, while at the same time assuming that it will continue to be a more 
open-handed patron of culture than either European or U.S. governments. 

There is no ideal mixture of roles for all governments. We cannot say 
that the European pattern-is better than that of the United States, or that 
either of these is better than the Canadian pattern. The modes of intervention 
most characteristic of each yield different results — and these differences will 
be explored in the following sections. But each country has not only its own 
historic traditions (including national habits of private philanthropy), but also 
its own pattern of cultural activity and its own sense of its cultural needs. 
These distinctive characteristics are crucial to its choice of the mixture of roles 
that it finds most appropriate. 

That mixture is not, of course, immutable for any country. Changing 
circumstances may diminish the efficacy of a traditional role, or create pro- 
blems that require a shift in emphasis from one role to another. It was, for ex- 
ample, precisely this kind of change that emerged as the central preoccupa- 
tion in our examination of Canadian broadcasting and dominates discussion 
in Chapter 10. It became clear to us that the heavy reliance of the past on 
federal proprietorship of a production organization (the Canadian Broad- 
casting Corporation), supplemented by a growing resort, especially since the 
1960s, to regulatory measures through the Canadian Radio-television and 
Telecommunications Commission, is ceasing to meet the evolving cultural 
needs of the country. New circumstances are creating new needs, and new 
approaches must be found involving a redefinition of goals and a readjust- 
ment of roles. The degree of federal intervention required may be even 
greater than before, but the modes must change. 

In considering the relative strengths and weaknesses of the various 
modes of intervention available, one must bear in mind the justifications for 
intervention examined in the first part of this chapter. But, above all, the ef- 
ficacy of each measure must be judged against cultural objectives. 


The Government as Proprietor 

As noted above, the Government of Canada has seldom ventured into the 
ownership and operation of undertakings for cultural production. The Cana- 
dian Broadcasting Corporation, National Film Board and National Arts Centre 
are the only noteworthy instances. In fact we found no evidence, in the briefs 
received or in our public hearings, of a significant desire on the part of Cana- 
dians to adopt the European pattern of state-owned orchestras and perform- 
ing companies. 

Even in those few instances in which the government has created its 
own enterprises, it has not done so out of any wish for direct control of the 
operations involved. On the contrary, in both the Canadian Broadcasting Cor- 
poration and National Arts Centre, it has, from the outset, adopted a form of 
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organization which shielded the operations from any direct government con- 
trol; and although the Film Board was denied the same degree of autonomy 
(a defect which, as we have pointed out, should be corrected), it has in prac- 
tice been given comparable freedom in the production undertaken on its own 
account — the work on which its reputation has been built. 

For our own part, this Committee has espoused the view that the essen- 
tial task of government in cultural matters is to remove obstacles and enlarge 
opportunities, without seeking to direct. Cultural activity must permeate 
society, and cannot be delivered by a beneficent state. This view is reflected in 
Chapter 1, and its implications are developed in our findings and recommen- 
dations in Chapter 2. In effect, we have concluded that, for government-owned 
undertakings of this kind, the powers and prerogatives normally associated 
with ownership should be delegated to autonomous boards, in relation to 
which the role of government itself is properly that of patron rather than 
proprietor. 

The fact that in broadcasting, film and the performing arts the 
government-owned undertakings share the stage with major nongovernment 
actors has important implications for the role and direction of the former. It is 
reflected, in the relevant chapters that follow, in a consistent emphasis on the 
notion that the programs of state-owned undertakings should be so framed as 
to complement the offerings already available from other sources, and be 
modified where necessary to reflect changes that have occurred in that exter- 
nal environment. It also leads us to urge a much greater reliance on external 
production resources for the content of their programs. As will be evident from 
our chapters on broadcasting, film and the performing arts, if the government 
is to accept the principle of the complementary nature of its programs, and 
rely more heavily on external creative resources, there will be effects on both 
the volume of resources devoted to the government-owned enterprises and 
the manner in which those resources are applied. There will also be conse- 
quences in the impact of those resources on the level of cultural activity and 
on its distribution throughout the country. 

Further implications flow from the importance attached to access in 
Chapter 1 — not only the accessibility of cultural activity to the public at large, 
but also the access of creators and performers to the means of cultural expres- 
sion. In its broadest sense, accessibility implies not only overcoming barriers 
of geography, language and income, but also accommodating the diversity of 
tastes and experience that is the reality of Canadian society. This affects not 
only the allocation of resources, in terms of the program content of state- 
owned undertakings, but also the ways in which those resources are obtained. 

The latter question involves two separate issues. One concerns the 
sources on which government can draw in directing or stimulating the flow of 
public and private resources into cultural activities - general tax revenues, 
special earmarked levies, lottery revenues, or private philanthropy. Because 
this issue is faced by government in one way or another whether it acts as 
proprietor, custodian, patron or catalyst, it will be examined later under the 
general heading of “Finding the Resources.” But the second issue relates more 
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directly to the role of proprietor (or, as will be seen, of custodian) and concerns 
the extent to which a publicly owned cultural undertaking should be required 
or expected to obtain its resources through its operations. 

The issue can be seen in different forms in each of the producing under- 
takings owned by the federal government. If the National Arts Centre were re- 
quired to maximize its box office revenues, the result would almost certainly 
be a program of offerings and a scale of ticket prices that would make the Cen- 
tre irrelevant to a wide range of tastes and inaccessible to a large element of 
the population. On the other hand, the total removal of financial barriers by 
eliminating all admission charges would not only pose very practical problems 
of accommodation, but would confer on the residents of Ottawa and Hull, at 
the expense of the Canadian public at large, benefits that were denied to all 
others. Obviously a reasonable point of balance must be found, bearing some 
rough measure of comparability with the practices of other producing 
organizations throughout the country. The fact that such questions as pro- 
gram content and pricing policy are delegated to the organization and its 
directing board in a sense relieves the government itself of responsibility for 
striking the balance between government support and box office revenues. 
But the government, in deciding on the extent of its support must accept, tacit- 
ly at least, the judgment of the Centre on that score. 

For the National Film Board, from its inception, there was little expecta- 
tion of earnings. It could have been otherwise. The fact that its products are 
distributed through channels known to the organization and exhibited to au- 
diences who must assemble for the purpose, would have made it quite possi- 
ble to require the Board to rely on earnings to finance a substantial part of its 
operations. However, the central task assigned to the Board was to interpret 
Canadians to themselves and to the world, and to make its productions freely 
available to the widest possible audience. If commercial exhibitors chose to 
use its short subjects — as in the early years they often did — the resulting 
revenues were a bonus. Feature film production, when it came, might have 
caused complications, but the pursuit of commercial success never became a 
requirement, explicit or implicit, of government financing policies. 

Not so — regrettably, in the view of this Committee — for the Canadian 
Broadcasting Corporation. For radio and television broadcasting, until the ad- 
vent of pay-television, no means existed of recovering costs from the audience 
based on actual listening or viewing time — since access to material broadcast 
through the air can be neither controlled nor measured. Consequently, com- 
mercial broadcasting developed on the basis of revenues from advertising, 
which means that broadcasters succeed by delivering audiences to adver- 
tisers, and the delivery of programs to listeners and viewers is essentially a 
means to this end. This has been considered to be the only significant means 
available to the CBC for obtaining revenues from its operations. The fact that it 
feels obliged to follow this course — for television, but not for radio — has af- 
fected its programming in ways that seem to us (as to others before us) to be 
irreconcilable with its proper role in the cultural life of the country. 
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The Government as Custodian 

Cultural assets inherited from the past, together with new creations of lasting 
value, require custodians to ensure their preservation and accessibility. Much 
of this occurs spontaneously throughout society: families treasure their 
heirlooms and transmit their genealogies from generation to generation; 
organizations of all kinds preserve the records of their accomplishments — and 
even, at times, of their failures. But increasingly, this heritage is seen as a col- 
lective good of society for which governments are asked to assume growing 
responsibilities, requiring the use of ever-larger resources. 

In responding to these demands, the federal government encounters a 
wide choice of modes of intervention, reflecting the entire range of roles ex- 
amined here. In its grants to museums throughout the country it serves as 
patron. Acting as catalyst, it stimulates public interest and creates incentives 
to private efforts at conservation. By regulation, it restrains the export of 
cultural property and safeguards natural environments, endangered species, 
and sites and artifacts of historic interest. 

But, in addition, the federal government has from earliest times played a 
proprietary role of a special nature, as custodian — of parks, environmental 
reserves, wildlife sanctuaries, historic sites, buildings and monuments, of a 
growing array of museums, art collections, libraries, and archives of documen- 
tary material and audio-visual records of all kinds. 

As custodian, the government — or the agencies through which it acts — 
faces the same choices in the allocation of resources among, for example, ac- 
quisition, conservation and public access, as do all other custodial institutions. 
The implications of this are examined more fully in Chapter 4 on “Heritage.” In 
addition, the government faces the same question that it encounters as pro- 
prietor of producing organizations: to what extent should custodial institutions 
obtain their resources from charges levied on the users? 

For the greater part, the custodial activities of the federal government 
have observed the principle that the use of public funds to preserve the 
cultural heritage requires that what is preserved be made freely accessible to 
all members of the public. In fact few other governments, in Canada or in other 
countries, have applied the policy of free access as widely, especially in their 
museums and art galleries. Only in national parks and historic sites does the 
federal government apply user charges — at rates that recover only a part of 
the cost of the amenities and services that must be furnished, and which can 
have little deterrent effect when seen in the context of transportation and 
other unavoidable costs that users must bear. 

Because the public use of institutions in this category requires atten- 
dance in person, admission charges give rise to no administrative difficulties; 
what is involved, therefore, is a question of pricing policy. Charges can be 
varied according to classes of users — with special rates or exemptions for 
children or students, for example — as is the frequent practice among 
museums. The object of any such pricing policy is, in fact, to strike the most 
satisfactory balance between, on the one hand, the desire for operating 
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revenues and, on the other, the minimizing of deterrents to public use. For cer- 
tain custodial institutions, however — and for museums especially — the need 
to secure revenues from operations may well affect the internal balance of 
their programs, inflating the allocation of resources to displays at the expense, 
in particular, of conservation and research. 

The innovation of “blockbuster” exhibitions in recent years has, in some 
cases, provoked charges of a distortion of aims and misapplication of 
resources, and criticism that the charges levied for admission jeopardize the 
principle of the widest possible public access. Special events of this kind may, 
however, be financially attractive to the institutions as a means of cross- 
subsidization, since net earnings from the special exhibitions permit the 
museum to enlarge or enrich its regular program of services to the general 
public. 


The Government as Patron 
The role of patron, as we use the term here, involves the direct infusion of 
resources into cultural activity, unaccompanied by any rights of ownership or 
responsibilities for management. It has become, in fact, the dominant role of 
the federal government in cultural matters — to the extent that, as noted 
previously, most of the government-owned institutions engaged in both pro- 
duction and custodianship conduct their operations at arm’s length, and the 
government limits its role in effect to that of patron. 

It is also the role embracing the widest range of modes of intervention: 


° Purchases and commissions; 

: Grants and direct subsidies in a variety of forms and for a variety 
of purposes; 

° Relief from taxes or from the cost of certain public services; 

. Loans and loan guarantees; 

° The provision of services that facilitate cultural development; 

. The awarding of prizes and honours; 

° The stimulation of public interest. 


The range of choice open to the government and its agencies among 
these measures is virtually limitless. Moreover, according to how they are ap- 
plied, the cultural impact can vary greatly. 

At one extreme the government can limit its own role to that of pay- 
master, leaving it to the market to determine how its assistance is to be 
shared among claimants, and how the benefits are to be spread throughout 
the chain of activities that link original creation to the ultimate distribution of a 
cultural product. This, in effect, is what happens in that part of the Canadian 
Book Publishing Development Program of the Department of Communications 
which uses publishers’ sales volumes as the criterion for the apportionment of 
subsidies. By the mere fact of injecting additional resources into the sector to 
which it relates, it undoubtedly increases the volume of activity; in the process 
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it makes more of the product accessible to the consuming public by reducing 
prices, and may generate more original creation — although this need not 
necessarily follow. It has the further attraction, from the government's view- 
point, of administrative simplicity, as the criteria of choice are minimized and 
judgments of relative merit are virtually eliminated; and from the viewpoint of 
the industry, it involves the least interference in their commercial judgments. 

On the other hand, the very neutrality or non-judgmental quality of this 
kind of measure limits its utility as a means to cultural ends. Given the nature 
of the market failures which require government intervention, if that interven- 
tion is directed by such criteria as sales volumes, which are themselves a 
reflection of those failures, it may only serve to accentuate the original fault 
rather than provide a remedy. Intervention in this form may yield some 
cultural gains, but it is essentially an instrument of industrial rather than of 
cultural policy. 

The cultural impact of such programs can be enhanced by introducing 
qualifications in the form of criteria that reflect specific cultural goals. In the 
program of publishing support, for example, the level of assistance can be 
related to the volume of sales of only certain categories of books. But by sub- 
jecting the assistance to qualifying conditions of this sort, its utility as an in- 
strument of industrial policy may be weakened, and the balance of advan- 
tage between industrial and cultural goals will be a matter of judgment. 

The same is true of some other modes of intervention listed above: 
when, for example, a cultural sector is relieved of certain costs on a non- 
discretionary basis this has the same economic effect as a grant. Exemption 
from taxes of one kind or another (including customs duties), the application 
to certain material of special postal rates below the general rates applying to 
other mail, or the provision of free services (including the cultural marketing 
and promotion organization suggested in Appendix 1 to this chapter) can 
produce the same effect. The fact that the contribution of such measures to 
the attainment of cultural goals is limited - and may even be incidental - 
does not necessarily invalidate them. Their cultural impact, relative to their 
cost, may be great enough to make them useful adjuncts to a policy of 
cultural development. We believe this to be true of the proposed marketing 
and promotion organization. On the other hand, we must question whether 
the postal rates applying to printed matter yield cultural benefits on a scale 
justifying the cost borne by the Department of Communications; equivalent 
or greater benefits might well be achieved at lower cost by other measures 
better suited to the same cultural objectives. 

In the same mode, one must include subsidized loans and loan 
guarantees, which make short-term and, in some instances, longer-term 
credit available to enterprises which are otherwise sound business ventures, 
but which bankers and other lenders judge to be too risky. One advantage of 
loans and loan guarantees is that they can be available on a continuous basis 
and more automatically than grants. 
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Further support in this category might be extended to cultural undertak- 
ings in the form of the financial assistance and managerial advisory services of 
the Federal Business Development Bank. The programs of this institution em- 
brace loans for the acquisition of fixed assets or for working capital, venture 
capital in the form of equity financing, and a variety of management services. 
These include Counselling Assistance to Small Enterprises (the CASE program), 
which makes available advice in most aspects of management from retired 
business people with experience tailored to the needs of the clients, in addition 
to a variety of courses, seminars and management clinics for owners and 
managers. The need of cultural organizations for assistance in all these forms 
was a recurring theme in representations made to this Committee. From our 
discussions with senior officers of the Federal Business Development Bank, it is 
our clear impression that the Bank would welcome the cultural industries 
among its clientele and would cooperate fully in removing obstacles to their 
participation in its programs. The most pressing needs would be to develop 
appropriate knowledge and experience both within the Bank’s own staff and 
among the advisers and councillors on whom it draws in its services, and, for 
purposes of lending and investment, to find other federal authorities prepared 
to share the risks associated with certain cultural enterprises. 


10. The Department of Communications, in consultation with the 
Federal Business Development Bank, should promote the use 
by cultural enterprises of the financial and managerial ser- 
vices of the Bank and consider, jointly with such cultural 
agencies as the Canada Council and the Canadian Film 
Development Corporation, how the needs of the Bank for ex- 
pertise and risk-sharing in respect of cultural activities might 
be met. 


Another instance in which a market mechanism is used to determine 
the allocation of resources and their distribution throughout the process of 
cultural production is the voucher scheme exemplified by the Halfback pro- 
gram devised by Ontario. Under Halfback, lottery tickets which failed to win 
prizes received a cash value of half their purchase price when applied toward 
the purchase of a Canadian book or recording, a ticket to a movie, play or con- 
cert, or subscription to magazines or performance series. The scheme provid- 
ed, in effect, a means of injecting resources into cultural activity and of expan- 
ding markets and audiences for cultural products, but left the direction of 
those resources in the hands of consumers. At the same time, it preserved in 
the hands of the government a crucial steering function, through the power to 
define — or tag — those products and activities for which the vouchers could be 
used. As a consequence, the pursuit of cultural objectives can be made central 
to voucher schemes of this sort; in the opinion of this Committee, they offer 
significant potential benefits as instruments of cultural policy, which should 
not be neglected by the federal government. 
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11. In view of the distinctive merits of voucher schemes for sub- 
sidizing public attendance at cultural events and purchase of 
cultural products, the federal government and its agencies 
should include such measures in their programs of cultural 
support. 


The sharing of philanthropic burdens rather than consumer costs can be 
pursued by the use of matching grants — a device more commonly employed 
in the United States than in Canada, although they have been used extensively 
by provinces in the distribution of lottery funds. In effect, the public authority 
agrees to provide funds for purposes which it has designated or approved, in 
some stated ratio to funds which have been secured from other sources. The 
attraction of this arrangement to the government is that its contribution is 
made conditional on the clear demonstration of support for the project by 
other donors. The government can vary the stringency of its controls by being 
more or less specific in defining the conditions which a project must meet in 
order to qualify. And in setting the ratio of its own contribution, it can define 
the degree of outside support which it considers appropriate. For the private 
donor, it has the advantage of increasing the “leverage” of his donation accord- 
ing to the extent that the government is prepared to match it — a feature that 
is shared by certain tax incentives that are examined in the next section. 

In effect, matching grants offer a positive incentive to private philanth- 
ropy. They enable community interest and enthusiasm, to the extent that 
these are reflected in the pattern of private giving, to influence the use of 
public resources. Given our conviction, expressed in Chapter 2, that cultural 
activity has its own role and purposes in society, clearly distinguishable from 
those of government itself, this mode of intervention has obvious attractions; 
by enlarging the scope for private initiatives, it inhibits, in equal measure, any 
tendency on the part of government to intervene in cultural matters for inap- 
propriate ends. It may also provide a way of sharing burdens — and diffusing 
powers of control — among different levels of government. In short, it encoura- 
ges the infusion of resources into cultural activity from a multiplicity of sources 
— and thereby enhances the diversity and autonomy of cultural life. 

It must be recognized, however, that matching grants have their limita- 
tions. One potential weakness follows from the fact that resources flowing 
into cultural activity, from all sources, are characterized by varying degrees 
of uncertainty or unreliability. To the extent that these flows are made de- 
pendent on one another, that element of uncertainty — which is a constant 
problem for all cultural undertakings —- may be aggravated. In the opinion of 
this Committee, the federal government cannot guarantee the stability of 
the total resources available, and should not be expected to do so. But its 
own interventions should themselves be characterized by a high degree of 
reliability, and the contingent nature of matching grants works against this 
aim. 
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This element of contingency also poses difficulties for the government 
itself, by tending to create an open-ended commitment. The government 
may, of course, avoid this problem by setting a strict limit on the total 
resources it is prepared to commit. But introducing an element of uncertainty 
into its offer of matching support may well weaken the incentive effect of that 
offer — to say nothing of the resentment it may generate among outside 
donors who contribute to a project in the expectation of matching gifts, only 
to be told that the money has run out. 

A further defect of matching grants is that they work to the advantage 
of those undertakings that enjoy the greatest access to private funding. Use 
of this device therefore tends to skew the distribution of public funds in 
favour of the interests and cultural preferences of the more affluent sectors of 
society, and to yield an inequitable concentration of benefits to the larger ur- 
ban centres. Quite apart from any objections to this regressive effect on 
grounds of social policy, it is no less objectionable as a matter of cultural 
policy for its relative neglect of the cultural interests of less affluent groups or 
regions. 

In brief, matching grants are not a panacea. But as part of a broad 
spectrum of instruments, they have a useful role to play, as a means of en- 
couraging cultural initiatives and resource flows from a multiplicity of sources 
throughout society. They lend themselves particularly to community-based 
capital projects or special events; they may not, on the other hand, afford a 
satisfactory means of providing sustained operating support, although they 
have been used in the United States for a significant part of the sustaining 
support given by government to public broadcasting. 

In Canada, discretionary grants play a relatively larger part in the alloca- 
tion of resources by the federal government and its agencies; virtually all the 
programs of the Canada Council involve measures of this kind. The dominant 
characteristic of such grants is the high degree of control available to the gran- 
ting authority. Not only does it retain full control over the definition of objecti- 
ves and criteria; it can also subject each request for assistance to a test of cul- 
tural merit of its own choosing. Obviously this allows resources to be applied 
in a highly selective manner, with the possibility of achieving maximum cultu- 
ral benefit. By the same token, however, it carries with it the greatest possibi- 
lity of manipulation by the granting authority, including the greatest risk that 
cultural purposes will be subordinated to other ends. Hence the need, on 
which such stress was laid in the preceding chapter, for insulation from politi- 
cal control of objectives and criteria. Moreover, the need for sensitivity to a 
wide diversity of attitudes and preferences requires the utmost care in the 
definition of eligibility, the framing of selection procedures and the choice of 
judges and advisers. 

How much direction a granting agency may choose to exercise can vary 
widely. In making grants to performing arts organizations, for example, it may 
content itself with general judgments of quality, leaving the organization unfet- 
tered in deciding the content of its program. If, on the other hand, the agency 
wishes to influence the content of the programs it supports — in order, say, to 
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promote the inclusion of works by Canadian composers, playwrights or 
choreographers — the criteria by which its support is determined may be 
broadened to include the particular goals it wishes to pursue. However, this 
approach may leave the performing company in some doubt or confusion as 
to the probable effect of alternative programming choices on the size of its 
grant. To avoid this difficulty, several alternatives are available. The granting 
agency may require that programs include a prescribed quota of certain kinds 
of content as a condition of support. Alternatively, it can offer a base level of 
support unqualified by program requirements, with additional sums being 
available for content that it wishes to encourage. Because the balance be- 
tween the basic support and the supplementary incentive is controllable, the 
use of incentives can be made less coercive (or less painfully so) than quotas. 
To be effective, however, the conditions attached to incentive grants must be 
clearly stated in advance. 

The use of grants also involves choosing the point at which resources 
might best be introduced into the chain of cultural activity linking original 
creation and public enjoyment. For example, the objective of encouraging 
original Canadian creation — to which this Committee attaches the highest im- 
portance — can be served by a variety of approaches. Grants to performing 
arts companies, with appropriate incentive elements, can have this effect; in 
this case the granting agency leaves to the companies — or at most shares 
with them — the selection of writers, composers or choreographers. Special 
grants to performing companies for the commissioning of works or the finan- 
cing of resident creative artists will produce much the same result. Alter- 
natively, grants may be made directly to the artists themselves, which may 
offer the advantage of extending the opportunity to a greater number, but 
gives less assurance that the resulting works will be performed. Similarly, 
support for the training and professional development of both creative and 
performing artists can be given to the aspiring artists directly, or to training 
institutions, or in the form of grants to performing companies for appren- 
ticeship programs. Somewhat comparable choices between grants to 
publishers and grants to writers will be seen in Chapter 7. It must be em- 
phasized that these alternatives are not mutually exclusive; rather, the aim 
must be to strike the most productive balance among them. 

Among the proposals made to the Committee as possible remedies for 
the inadequate — even derisory — returns to artists in Canada were a number 
focused on tax treatment, many of them reflecting findings and recommen- 
dations of the 1978 Report prepared by Russell Disney for the Secretary of 
State on “Federal Tax Issues of Concern to the Arts Community in Canada.” 
Some of these, dealing with matters such as the treatment of artists’ costs 
(and whether or in what circumstances artists should be considered as 
employees or self-employed), the valuation of works donated by artists to 
public institutions, and the income-averaging tax provisions available, sought 
little more than equitable treatment in comparison with other classes of tax- 
payers. Although such proposals may appear to the Department of Finance 
to require departures from standard practices, to the extent that they involve 
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nothing more than simple equity they can scarcely be construed as special 
pleading, and this Committee supports them unreservedly. 


12. Tax provisions respecting the employment status of artists 
and such matters as the calculation of their costs against 
income, the valuation of works given for public use and 
enjoyment, and their entitlement to income averaging must 
afford equitable treatment in comparison with those applica- 
ble to other classes of taxpayers. 


Other suggestions went farther, urging in effect a special tax treatment 
for artists — in one case proposing a tax exemption for earnings of less than 
$20,000 a year derived from artistic creation. A number of submissions refer- 
red to the practice of the Republic of Ireland in granting tax exemptions of this 
sort. Quite apart, however, from questions of social justice raised by the con- 
ferring of a special tax status on artists, such proposals seem to us to be of 
questionable value as a means of improving the rewards to artists. The prob- 
lem, after all, is not one of excessive tax burdens, but rather of in- 
adequate incomes. Tax concessions of this kind benefit chiefly those who have 
least need of them. 

The object, it seems to us, must always be to attack the root causes of 
the inadequate flow of resources to artistic creation or to cultural activity 
generally. Where specific problems can be identified — such as inadequate 
copyright laws, or the consequences of such new, widely available tech- 
nologies as photocopying or home taping — appropriate specific remedies 
may suggest themselves; several of these will be found in the chapters that 
follow. But to the extent that more general problems of market failure are 
involved along the lines examined in the first part of this chapter, more 
general and indirect measures must be adopted to divert resources to the 
cultural life of the country — resorting wherever possible to those modes of 
intervention that encourage greatest use of the creative potential of 
Canadians. 

To meet the problem of market failure stemming from lack of informa- 
tion — of public awareness of cultural benefits — nothing less than widely dif- 
fused programs of education and animation may be needed. This is a relati- 
vely underdeveloped instrument in the repertoire of Canadian governments. 
Indeed, the idea of official action to stimulate public demand for and appre- 
ciation of cultural products, however broadly conceived, may arouse fear of 
heavy-handed taste-making. The concentration of patronage powers in the 
hands of the state may well be acceptable to the tax-paying public only if 
there is clear evidence that the application of public resources to culture is 
sensitive to the public’s own pattern of interests and preferences, neither 
serving the tastes of some elements to the neglect of others, nor seeking to 
generate uniformity of taste. But as long as the need for diversity is accepted 
as a governing principle, public interest can be stimulated by fostering the 
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widest possible exposure to and participation in cultural activity of high qua- 
lity. In the long run, this may be the main challenge for an effective policy of 
public intervention in culture, and the best guarantee that the resources 
applied will be commensurate with the public benefits. 

It is with this goal in view that we propose, in Appendix 1 to this 
chapter, a marketing and promotion organization that would assist those 
engaged in cultural undertakings to stimulate public interest in and demand 
for their activities. Because the organization would be essentially an enabling 
device — encouraging and assisting the efforts of those directly engaged in 
cultural pursuits — and would be directed by a broadly based board represen- 
tative of the interests it serves, the role of the government itself would be that 
of disinterested but benevolent patron. In this way the pitfalls of partiality, 
and the public suspicions to which these give rise, may be avoided. 


The Government as Catalyst 
As may be apparent from the foregoing section, the role of patron merges im- 
perceptibly into that of catalyst. The principal characteristic of modes of in- 
tervention considered under this heading is that they do not involve direct 
disbursements of public funds, relying instead on the use of tax incentives. 
And, as for matching grants, the primary object of such incentives is to en- 
courage private initiatives for the support of cultural activities. 

A number of representations made to the Committee urged a greater 
use of tax incentives, and changes in the way they are applied. Three aspects 
of existing income tax law attracted particular attention: 


: the treatment of charitable gifts and donations as deductions from 
income rather than as an offset to tax; 

. the application of capital gains tax to securities and properties 
donated to registered charities; 

. the standard $100 deduction allowed in lieu of an itemized claim for 


charitable donations (and medical expenses) supported by receipts. 


The first point at issue concerns the tax law provision that permits as a 
deduction from taxable income, gifts made to registered charities, including 
cultural organizations, not exceeding 20 per cent of the taxpayer’s net in- 
come. It was pointed out to the Committee that, as an incentive to private 
philanthropy, the effectiveness of this provision depends on the taxpayer's 
marginal tax rate, which increases with the size of the taxable income. For 
larger incomes this yields a tax benefit of up to half the charitable donations, 
but for smaller incomes the benefit may be as little as 10 per cent. The effect 
is not only to discourage a broadly based pattern of private philanthropy 
(aggravated, as will be seen, by the $100 standard deduction), but also to 
concentrate control over the application of public resources, in the form of 
foregone taxes, in the hands of the more affluent taxpayers. This is con- 
trasted with the tax treatment of contributions to federal political parties for 
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which the taxpayer is granted, instead of a deduction from income, a reduc- 
tion of the tax itself on a sliding scale designed to encourage smaller contribu- 
tions without regard to the level of income. 

The second complaint concerns the fact that, although gifts of assets 
(such as buildings, works of art or securities) are valued as deductions from in- 
come at their worth at the time of the gift, the resulting tax benefit is substan- 
tially reduced by the requirement that any increase in value that occurred 
while the assets were owned by the donor be taxed as a capital gain. It is 
argued that, because the full benefit of the capital gain is being passed to the 
charitable organization, the donor should not be taxed; and it was pointed out 
that the law in the United States imposes no such tax on philanthropy of this 
kind, which may account for the greater propensity of well-to-do Americans to 
make large gifts and bequests for cultural and other charitable purposes. 

What is at issue here is not whether there should be an incentive but 
rather the extent of that incentive. Under the existing provisions of Canadian 
tax law, the tax benefit derived from a gift of assets represents the marginal 
rate of tax applied to the full market value of those assets, but that benefit is in 
effect reduced by the liability for tax, at the same rate, on half the value of the 
Capital gains component of the market price. There is still a substantial net 
benefit, and although exemption from capital gains tax would increase the in- 
centive to private philanthropy of this kind, it remains a question of fiscal 
rather than cultural policy whether the additional tax expenditure is accep- 
table. There will be a special problem associated with gifts of such a size that 
the tax owed on capital gains exceeds the tax benefit available as a reduction 
in the first year. To encourage such gifts, it would be necessary to spread the 
benefits over a period of years. However, according to the terms of the 
November 1981 federal budget, donations in one fiscal year can be carried 
over and charged against income over an additional five years. This would in 
effect permit the capital gains liabilities to be averaged over six years. 

The third target of representations to the Committee — the standard 
$100 deduction — raises a number of questions. The Tax Reform Committee of 
the National Voluntary Organizations argues that for the vast majority of tax- 
payers — who use this deduction in place of a claim supported by receipts for 
donations — the deduction provides no incentive to philanthropy; coupled with 
the use of a deduction from taxable income rather than a tax credit, as noted 
above, it may even discourage charitable giving by taxpayers in the lower in- 
come brackets. The Tax Reform Committee therefore proposes abandonment 
of the standard deduction, and the application of a tax credit amounting to 
50 per cent of donations for which receipts can be shown. It is claimed that the 
effect of the standard deduction is to cost the government $250 million annu- 
ally in tax reductions, against which there has been little compensating diver- 
sion of resources to charitable purposes. If a tax-credit arrangement were so 
designed that the cost to the government in foregone revenues remained the 
same, the resulting increase in charitable giving could be substantial. 
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One difficulty associated with the use of tax incentives is the degree of 
uncertainty about their effectiveness. If the net cost to all donors of making a 
gift is uniform, is the propensity to give uniform for all income levels? If that 
cost is reduced by increasing the tax benefit, will the volume of charitable giv- 
ing increase proportionately, or by a greater or lesser amount? Moreover, 
because the tax law applies to charitable gifts for a wide range of purposes, 
including the educational, medical, welfare and recreational as well as the 
cultural, it is necessary to ask whether the incentive effects are the same for 
all categories of charities. 

The answers to these questions are by no means clear, and the infor- 
mation available in Canada is sparse. However, studies in the United States, 
although based on imperfect data, give some indication of the probable 
answers: first, the incentive effects of any given rate of tax benefit are almost 
certainly greater as the income level rises; second, the effect on charitable 
donations of changes in the rate of tax incentives also seems to increase as 
the income level rises; and third, both of these phenomena appear to be 
more marked in relation to donations to cultural activities than to most other 
categories of charitable gifts. By implication, the incentive effect of any given 
sum of tax expenditures (that is, of total taxes foregone) will be greatest, and 
especially for private giving to cultural activities, if the tax benefits are 
directed to the higher tax brackets. 

This is clearly objectionable as a principle of tax expenditures in sup- 
port of culture, on grounds of cultural no less than social policy — for the 
reasons already identified in the examination of matching grants. It is our 
view that government action by way of tax incentives must promote private 
interest in and support of culture on a broad social basis, and the rates of tax 
benefit should therefore be at least as great for lower as for higher levels of in- 
come. For this reason we find merit in the proposal for the elimination of the 
$100 standard deduction and the substitution of a tax credit in its place. 

For lack of reliable estimates of the cost of alternative rates of tax 
benefit, this Committee must stop short of a recommendation. However, we 
urge consideration of an approach that would grant a tax credit of a fixed 
percentage of charitable donations for which receipts were submitted, up to 
a total credit of $100; for donations in excess of those required for the max- 
imum tax credit, the existing practice of permitting deductions from taxable 
income would continue, with the limitation that the effective rate of benefit 
at the highest tax level should not exceed the rate governing the initial tax 
credit. 

By way of illustration, should the initial rate of tax credit be 50 per 
cent, it would apply to all donations of $200 or less; donations in excess of 
$200 could be claimed, as they now are, as deductions in computing taxable 
income, the maximum rate of tax also being 50 per cent. The rate of tax 
credit could be reduced, however, with modifications to the provision for ad- 
ditional deductions from taxable income, in order to bring the maximum rate 
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of benefit into line, should the total cost to the public treasury of allowing the 
50 per cent ratio be found to be unacceptably high. 

A change on these lines would obviously apply to personal income tax 
only. For corporate gifts to registered charities, the existing tax treatment -— 
which permits the deduction of charitable donations to a limit of 20 per cent of 
net income — need not be changed. The record of corporate philanthropy in 
Canada suggests that business organizations in this country are relatively 
unaffected by incentives of this sort. In 1978 only 8.5 per cent of Canadian cor- 
porations with taxable incomes reported donations to charitable purposes, 
and in the following year this proportion fell below 8 per cent. Although the 
reported donations amounted to sizable sums ($144 million and $171 million 
in the two successive years) they represented, in fact, only one-half of 1 per 
cent of total net income declared for tax purposes in each of those years — a 
far cry from the 20 per cent of income permitted by law. And of particular in- 
terest in the context of cultural policy is the fact that donations to the arts 
formed the smallest part of corporate giving — being exceeded by support for 
welfare, education, community projects, health and religion — and accounted 
for less than 5 per cent of the total, or one-fortieth of 1 per cent of pre-tax in- 
come. In the light of this record, it is doubtful that anything less than a tax 
benefit equal to the full amount of charitable donations — the effect of which 
would be to shift the entire burden of corporate giving to the general revenues 
of government — would significantly enlarge corporate philanthropy to cultural 
activities. We can only hope that the efforts of business organizations which 
concern themselves with such matters will succeed in stimulating an increas- 
ed flow of resources into the cultural sector. 

Tax provisions also influence the channeling of personal and corporate 
wealth to cultural purposes through the endowment of charitable foundations. 
This kind of philanthropic institution, which has been so prominent in the fun- 
ding of cultural development in the United States, has not developed to the 
same extent in Canada — not only because there have been fewer large con- 
centrations of wealth in this country but also because our tax laws have pro- 
vided less incentive for such concentrations to be dedicated to charitable pur- 
poses in this manner. The history of private foundations, in both countries, has 
unfortunately been marred by instances of their misuse, necessitating the in- 
stitution of legislative and administrative controls on their operations. But the 
need to regulate their activities in no way diminishes the value of foundations 
as independent sources of support for cultural activities. In view of the impor- 
tance we attach to encouraging the flow of resources to cultural activity from 
a multiplicity of sources, tax incentives for the endowment of foundations, 
with appropriate safeguards, clearly serve the public interest. 

The use of tax incentives is not limited to the stimulation of private 
donations. In some circumstances they can also be used to divert resources to 
cultural purposes in the form of private investments. One use of this device 
was reflected in the federal budget of November 1981, in the provision that in- 
creased the incentive (or, strictly speaking, removed the pre-existing disincen- 
tive) to restore and rehabilitate buildings of historic significance rather than 
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demolish them to make way for new structures. The most striking example, 
however, is the tax shelter created in 1974 by granting a 100 per cent Capital 
Cost Allowance to investors in films meeting specified requirements of Cana- 
dian content. Because of the remarkable surge in investment in the years im- 
mediately following its adoption, this provision has attracted a great deal of at- 
tention — and of envious attention on the part of other cultural industries and 
of the producers of sound recordings in particular. Canadian experience with 
this method of stimulating the flow of resources to cultural activity is confined 
to its application to investment in films, and our appraisal of its effects — both 
industrial and cultural — will be found in Chapter 9. As will be seen, it is our 
conclusion that tax-shelter provisions of this kind can serve cultural purposes 
in a limited way if the qualifying conditions are defined with care. But their 
principal contribution is to industrial development, and for maximum effec- 
tiveness on this score the qualifying conditions must be kept to a minimum. 


The Government as Regulator 

All the modes of intervention examined to this point rely on the capacity of the 
government to command vast resources and to direct them to purposes 
deemed to serve the public interest. Even when the government acts as 
catalyst, using tax measures to influence the use of private resources, its effec- 
tiveness depends on the incentive effect of the tax expenditures involved, 
which themselves represent the application of public resources in another 
form. But behind all the actions of government, however benign their ap- 
pearance, lies the power of the state to make laws and to compel their obser- 
vance. And some of the approaches available to government in influencing the 
flow of resources to cultural activity rest squarely on this power to make and 
enforce rules that define the rights and obligations governing transactions 
among members of society. Interventions in this category rely for their sanc- 
tion on the threat of punishment rather than the promise of reward. 

The most obvious example of this is found in the regulatory powers of 
the Canadian Radio-television and Telecommunications Commission and the 
use of those powers to prescribe Canadian content quotas for broadcasters. 
The beneficial impact of these regulations on the production and sales of the 
Canadian recording industry makes it clear that such regulatory measures can 
have significant economic effects of some cultural importance. Not surprising- 
ly, this success has strengthened the interest of other Canadian producers of 
cultural products in the wider application and stricter enforcement of quotas 
in other segments of the process by which creators, performers and producers 
reach Canadian audiences. 

From the point of view of the government, quotas have the attraction of 
being relatively cost-free. Against this, however, must be set the fact that, by 
restricting the freedom of action of those to whom the quotas apply and, in 
some circumstances, the freedom of choice of the consumers of cultural pro- 
ducts (or their own perception of this), a heavy reliance on quotas can 
generate public resistance and resentment. To the extent that quotas impose 
higher costs without at the same time providing resources to compensate, 
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they may also reduce public access to the enjoyment of cultural products. The 
record of broadcasting quotas further suggests that, because it is left to the 
market to provide the resources needed for compliance, the use of quotas 
alone — at least in the manner in which they have been applied — is of very 
limited use in stimulating Canadian activity that serves minority preferences. 

For all these reasons, we have concluded that although Canadian con- 
tent quotas, used by themselves, can serve in some circumstances to alter the 
allocation of resources and in the process to direct a larger share to Canadian 
creators, performers and producers, they do little or nothing to provide addi- 
tional resources to the cultural sector as a whole. In order to attain coherent 
cultural policy goals, and to remedy the kinds of market failure identified at 
the beginning of this chapter, regulatory action in the form of quotas must, as 
a general rule, be accompanied by more positive measures to increase the 
resources available to cultural activity in Canada. 

A very different example of the rule-making role of government which 
relates especially to culture is the law of copyright. By defining creators’ pro- 
prietary rights in their creations and prescribing penalties for the unauthorized 
use of those works, copyright establishes the minimum conditions for a fair 
return to them for the use and enjoyment of their creations by others. 
Creators’ ability to profit from the rights created by copyright law is, of course, 
dependent on the public’s interest in their products, expressed as market de- 
mand. The law itself cannot, for example, compensate creators themselves for 
benefits to later generations — which was identified as one of the manifesta- 
tions of market failure characteristic of cultural goods. Nor is it the best 
remedy for breaches of their rights in circumstances that make those rights 
unenforceable. Nevertheless, copyright remains one essential means by which 
government can influence the flow of resources to and within the cultural 
sphere, in the interests of ensuring that creators are rewarded for their efforts. 
In addition, copyright also simplifies transactions between all parties dealing 
with cultural products. 

Because of the widespread dissatisfaction with the existing copyright 
law of Canada, which the Committee encountered in almost every sector of 
cultural life, we point to some general principles that should, in our view, be 
decisive in the copyright law revision that is now so belatedly in progress. This 
statement will be found in Appendix 2 at the end of this chapter. 


Finding the Resources 

As we have noted at several points, when the government acts to increase the 
flow of resources into cultural activity, those resources must be diverted from 
some other purpose; they cannot be conjured into existence by fiat. Where the 
government is to find the means of assisting culture is essentially a question of 
fiscal rather than cultural policy. But a number of the representations received 
by the Committee proposed measures not only for applying resources, but 
also for obtaining them. Our consideration of the marshalling of resources re- 
quires some examination of these proposals and of their implications. 
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It is, of course, a basic principle of public finance in the parliamentary 
tradition that the raising of money and the spending of it are kept separate. As 
a general rule, all revenues raised by authority of Parliament are pooled in the 
Consolidated Revenue Fund, and all authorized expenditures are paid from 
these general revenues. Expenditures for cultural purposes, almost without ex- 
ception, have been dealt with in this way. Even the so-called tax expenditures 
used as incentives to private philanthropy and investment, because they in- 
volve the foregoing of taxes which would otherwise have flowed into the Con- 
solidated Revenue Fund, constitute a charge against general revenues. 

The proposals made to this Committee all involve departures from this 
normal practice by the use of earmarked revenues: funds from a specified 
source which are expressly dedicated to a specified use. Most of these sugges- 
tions were aimed at increasing the flow of resources into television production 
and are noted in the concluding section of Chapter 10 on “Broadcasting.” We 
had also to consider a proposal, modeled on British practice, for creating a film 
production fund by a special levy on attendance at motion picture theatres. 
Other suggestions involved the earmarking of lottery revenues for particular or 
general cultural uses. 

Governments have, in fact, found the device of earmarked revenues 
useful from time to time for certain purposes. It will be recalled that the Cana- 
dian Broadcasting Corporation, for some years after its creation, was financed 
out of the proceeds of the licensing of radio receivers; and in the early years of 
television, an earmarked excise tax on television receiving equipment was 
employed. 

The attractions of earmarked revenues to those proposing them are 
readily appreciated. Above all, they may seem to offer greater security of 
revenues by eliminating the uncertainties involved in dependence on annual 
parliamentary appropriations and the lapsing of unspent balances at the end 
of each fiscal year. In addition, because the activities to which the funds are 
dedicated will be exempted from much of the governmental and parliamen- 
tary scrutiny associated with the appropriation and expenditure control pro- 
cess, earmarked revenues may be viewed as strengthening the autonomy of 
those operations. Their popularity may also reflect a general tendency, com- 
mon to all sectors of society, to claim a special entitlement to revenues 
resulting from charges levied on the affairs of their respective sectors. 

There may be implicit in these proposals an anxiety about the strength 
or reliability of the government’s awareness of, or sympathy to, the needs of 
the cultural sector for public resources — the fear that, in the competition for 
annual appropriations, their claims may be shouldered aside by others. The 
proliferation of requests for earmarked sources of revenue may also be, in a 
sense, a sign of the times — a reaction to the persistent and growing difficulty 
encountered by all governments in satisfying the demands with which they 
are bombarded from all sides. 

Even from the viewpoint of a government, earmarked levies may be at: 
tractive in special circumstances. It may be easier to exploit a previously un- 
tapped source of potential revenue by dedicating a new levy to a specified use 
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of sufficient popular appeal to outweigh the resistance to the levy itself. In the 
ideal situation the revenues will be applied to the benefit of a majority of those 
who pay the cost. (The ultimate is the Ontario government’s Halfback scheme, 
in which all who have contributed have done so voluntarily, and all con- 
tributors can benefit.) 

As a general rule, however, the idea underlying earmarked revenues is 
incompatible with the principles of public finance in a parliamentary system. 
In the United States, where the separation of powers sets the branches of 
government apart from one another and fosters a sometimes defiant in- 
dependence in their behaviour towards each other, legislatures may find in 
earmarked taxes, paid into special accounts for purposes delimited by statute, 
a useful device for restraining fiscal manipulations by the executive branch 
that might frustrate legislative wishes. In Canada, however, no minister of 
finance (or provincial treasurer) can ever be persuaded that particular sources 
of revenue authorized by the legislature are somehow beyond the range of the 
government’s fiscal and expenditure policies. The consequence is that any in- 
dependence and security of revenue sources that an earmarked levy may 
seem to confer on the activities to which it is dedicated is more apparent than 
real. In the last analysis — as we have recognized in Chapter 2 — the govern- 
ment, with parliamentary sanction, will determine not only the total allocation 
of resources to cultural purposes but also the manner in which they will be 
shared among the principal programs that serve those purposes. And in doing 
so, the government will not limit its view to the annual appropriations approv- 
ed by Parliament, but will take account of the total flow of public resources, in- 
cluding earmarked levies and lottery funds. 

In the opinion of this Committee, a good case can be made for earmark- 
ed revenues only in special circumstances. One such exception occurs when a 
specific problem can be addressed by the application of funds raised by a levy 
on activities that can be identified as the cause of the problem. An example of 
this can be found in our suggestion in Chapter 8 that the problems created by 
home taping for Canadian record production (and for all the creative artists, 
performers and others involved in the production and distribution of sound 
and video recordings), be met by a surcharge on blank tapes, the proceeds of 
which can be used to subsidize the purchase of such Canadian recordings. The 
fact that the utility of an arrangement of this kind depends on the cir- 
cumstances of each particular case is illustrated by considering the com- 
parable problem created in respect of books and periodicals by photocopying 
and library borrowing rights. In these instances, earmarked revenues will not 
serve, partly because of the impossibility of devising an appropriate levy and 
partly — in the case of library borrowing — because of the deeply entrenched 
tradition of free access to public libraries. Whatever remedy is developed must 
rely on the application of general public revenues, as will be recommended in 
Chapter 7. 

An exception of wider applicability may be encountered where those 
who pay the levy are identical with those who benefit from its earmarked use. 
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The proposal concerning sound recordings, referred to above, also meets this 
case as the application of the special fund would be governed by the use of 
vouchers issued to those who paid the levy. In a less precise way, this was 
also the justification for the financing of the CBC from licence revenues during 
its first two decades when it was the only source of network broadcasting 
throughout Canada. It was, in fact, a form of “user pay” appropriate to a situa- 
tion in which payment for use could not be obtained through the mechanisms 
of the market, but all owners of radios could reasonably be assumed to be 
users and therefore beneficiaries of the services financed from their licence 
fees. 

Proponents of an earmarked tax on cable subscribers to create a fund 
for new Canadian production, or advocates of “universal” pay-television 
(which amounts, in essence, to the same thing), draw on a similar justification 
for their proposal. In our view, the circumstances are quite different, and as a 
consequence the justification is questionable. It is, after all, the distinguishing 
mark of pay-television (and of cable services generally) that it exploits the 
new possibility of metering use by viewers and charging users accordingly or, 
alternatively, of requiring those who wish to subscribe to pay for its availabili- 
ty. The weakness of this approach, which gives rise to the proposals for non- 
discretionary charges, is that it may offer little to satisfy minority preferences. 
This Committee is entirely sympathetic to the objective of serving minority in- 
terests, and of fostering the greatest possible diversity in cultural activity. But 
when, as in this proposal, there is no close correlation between the distribu- 
tion of costs and the distribution of benefits, the scheme becomes essentially 
one of cross-subsidization — that is, the measures employed by one group in 
pursuit of their interests are taxed in order to serve the different interests of 
some other group. In this situation, the case for earmarked revenues breaks 
down. Cross-subsidization is, on the other hand, the very essence of govern- 
ment expenditure out of general revenues, of which the underlying principle 
is that money raised according to ability to pay is used to provide services ac- 
cording to need. 

Our preference for the use of general revenues is reinforced by the 
recognition of certain defects inherent in earmarked revenues. Resources that 
are provided in this manner will tend to represent, not a judgment of need 
but rather whatever happens to be the yield of the earmarked revenue 
source. Initially there may be a correlation between the need and the yield, 
but with the passage of time that correlation may diminish rapidly. In place 
of the supposed security of resources there may in fact be only inflexibility on 
the one hand or instability on the other — as has been characteristic of lottery 
revenues. 

Dedicating a revenue source to one particular use also tends to isolate 
that activity, not only from the processes of government expenditure control 
generally, but also from any process for the balancing of resource allocations 
to cultural purposes in particular. In our own deliberations, conducted over a 
period of persistent recession, we have become increasingly conscious of the 
difficult but inescapable necessity of assigning priorities to the diverse and 
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urgent claims for the public support of cultural activity. To endow any one 
cultural agency or program with its own source of income, to which it has an 
exclusive and unqualified right, seems to us to fly in the face of this necessity. 


13. Public funds for the support of cultural activity should as a 
general rule. be financed from general revenues. The ear- 
marking of revenues from a specified source for a specified 
use should be employed only when there is a close correla- 
tion between the incidence of the financial burdens imposed 
and the distribution of benefits, and its adoption as a means 
of cross-subsidization should be avoided. 


As we recognized in Chapter 2, the allocation of public resources to 
cultural activities generally, and among the various major programs com- 
peting for those resources, can only be decided by ministers guided by the ad- 
vice of those entrusted with the direction of those programs, and by the work- 
ings of the political process itself. Looking back over the past 30 years, we 
must conclude that until the mid-1970s the government’s sensitivity to 
cultural needs and the importance it assigned to those needs in its allocation 
of resources were on the whole commendable. If there has been uncertainty 
and hesitancy in recent years we would rather attribute this to the novelty 
and complexity of the problems that emerged in those years — which have 
dominated our own proceedings — than to any slackening of the government's 
interest in or commitment to cultural life. If we are right in this, the record of 
the past should dispel any fears that culture will be treated as a residual item. 
We are confident, instead, that in the allocation of the resources at its disposal 
the federal government will respond to the needs and dynamism of the arts 
and culture of the country and give them the increased attention and funds 
which we claim they deserve. 
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Appendix 1 


A Marketing and Promotion Organization 


If we are to increase public awareness of the benefits of cultural activity and to 
promote greater enjoyment of it, Canadian artists and their work must be 
publicized — and marketed — more effectively than they have been in the past. 
Success in these efforts will stimulate demand for and consumption of the 
cultural output of the country. In the process, public recognition of our artists 
will be expanded and their financial rewards improved. 

We do not see this task of marketing and promoting the arts as a direct 
responsibility of the government; experience and observation suggest that 
governments and government agencies are not the best promoters. Its en- 
couragement and material support should, however, find a place in federal cul- 
tural policy. And the fact that, for whatever reasons, the private interests that 
would reap the most direct benefits have failed to develop effective mecha- 
nisms on their own initiative indicates to us that the federal government 
should take the lead. We therefore recommend the establishment of a market: 
ing and promotion organization. 

It is important in our view that the proposed marketing and promotion 
organization should look on itself primarily as an enabling body, one that en- 
courages things to happen. The organization should not itself sell or distribute 
Canadian cultural products, but should seek to increase public awareness of 
their importance and to devise ways of enlarging their markets. 


14. The federal government should assume a leading role in fos- 
tering the creation of a nongovernment organization desi- 
gned primarily to devise initiatives and provide impetus in 
the marketing and promotion of Canadian arts. 


After the initial impetus of the organization has been achieved, the role 
of the federal government — and of provincial and municipal governments if 
they participate as we would hope — would consist exclusively of providing 
sustaining funds. The organization’s policies would be the responsibility of a 
board made up of members of the business and arts communities and the 
consuming public. It would pursue activities such as those indicated below, 
and since these would not be profitable in a commercial sense, the organiza- 
tion would need public funds. Should some specialized activities prove to be 
profitable, it is possible to imagine the investment of private funds. Such an 
organization would also, we hope, attract funds, expertise and other resources 
from private and corporate donors. 

There can be no doubt that one of the important marketing and promo- 
tion activities of the proposed organization would be advertising. This is a 
widely used instrument for the dissemination of information about products of 


96 Marshalling Resources: The Political Economy of Culture 


all kinds and should be used aggressively, as has often been done in the past 
by performing arts companies, museums, and the cultural industries. The 
preparation of advertising material, the purchase of space and time for its dif- 
fusion, the building up of expertise about the use of advertising would natural- 
ly fall within the mandate of the body we are proposing. So, too, would be the 
acquisition of free space and time in print and broadcasting outlets, and their 
redistribution to various members of the arts consituency. 

A close working relationship with the producers of cultural and artistic 
products in both large and small communities would be essential. Some com- 
munities might need to be persuaded, others reminded, that life in their area 
would be improved through increased cultural activity. Elsewhere, groups and 
individuals might have to be assured, as one of our Committee members put 
it, “that a box of crayons is as important as a football” when it comes to 
allocating time and money. It would therefore be a primary objective of 
the organization to encourage involvement and participation in creative 
experiences. 

Promotion implies selection; it is not possible to promote everything at 
the same time, although it may be possible to promote almost everything over 
time. The selection process is a difficult one which entails the exercise of 
discretion and judgment and, therefore, from many points of view, the making 
of “mistakes.” It is for this reason in particular that governments, which are 
pressed to promote everyone equally, are poor promoters. But that is not the 
only conclusion that one should draw from the foregoing. If the artistic com- 
munity is not tolerant and cooperative — if it cannot appreciate that the 
benefits from promotion activity accrue over time to the whole of the com- 
munity — the marketing and promotion organization we are proposing will not 
be able to function efficiently. 

The art of spending money successfully requires careful balancing of 
alternatives and therefore much information about the properties of each 
alternative. This is why, in the markets for everyday products, so much 
money and effort on the part of businesses goes into the building of goodwill, 
brand names and trademarks. The world of arts and culture is no different. In 
a way the dilemma of buyers is greater there, since the products offered are 
never the same. Choosing a book, a play, a film, a record, a concert requires a 
lot of information. In the same way that buyers of everyday goods and ser- 
vices — peas, shoes or tennis balls — economize on information by responding 
to goodwill, brand names and trademarks, so do buyers of artistic and 
cultural products economize on information by a reliance on “stars,” which 
can be performing arts companies as well as individuals. 

If this marketing and promotion organization is to be successful, one of 
its goals will be to promote stars. Stars not only help buyers to choose but 
also serve to highlight various kinds of excellence. They should be recog- 
nizable not only among rock musicians and film actors, but also among com- 
posers, choreographers, painters, writers, performing arts companies — the best 
we have to offer in all fields. 
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Building and promoting stars is costly and risky; it is very selective and 
will require the full cooperation of the artistic community. The benefits of star- 
dom do not accrue exclusively to the stars; all of the arts world benefits. 

Marketing and promotion imply a detailed knowledge of the field in 
which the product or event is to be sold. A special kind of knowledge is in- 
dicated and a special kind of expertise called for. The proposed organization 
would therefore be expected to engage in market research and to call on the 
services of market research experts when developing advertising campaigns, 
deciding on the promotion of stars and choosing which products to promote 
through methods such as voucher schemes. 

All artistic and cultural products reach buyers through distribution net- 
works, at least if we do not give too narrow a meaning to that expression. 
Throughout our hearings and in the briefs we have received, many specific 
distribution problems have been brought to our attention. Some appeared to 
us, at least in the first instance, as possibly in restraint of trade and therefore 
against the law of the land; others reflected a lack of information or some 
other impediment. One of the tasks of the organization we are proposing 
would be to investigate these distribution barriers in arts and culture and to 
undertake appropriate action to have them removed. 

The range of activities open to such a marketing and promotion 
organization would be limited only by its imagination and knowledge of the 
cultural world, and would grow with experience. These activities might en- 
compass such diverse operations as the promotion of film and book clubs, 
the development in cooperation with performing arts companies of schemes 
for the “optimal” pricing of seats to attract different potential audiences, or 
fostering the use of Canadian visual and applied artworks for book and 
record jackets. It might also be expected, for example, that one of its first 
undertakings would be to devise and promote a voucher scheme on a na- 
tional basis. Certain activities - such as the voucher scheme — would call for 
the cooperation of governments. All of its work would require close relations 
with organizations involved in international and domestic touring, in record, 
book and film sales, and in television and radio. 

The essence of the role of this marketing and promotion organization 
we are proposing would be to bring together the art and its buyer, the event 
and its spectators, the creative work and its audience. This we describe as 
one of the fundamental elements of cultural policy and crucial to its success. 
It is therefore vital that we acknowledge the importance of marketing and 
promotion services, devise ways of improving them, learn more about them 
and hone techniques to make the best use of them. 
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Appendix 2 


Copyright 


Although much of the discussion in the earlier part of this chapter dealt with 
market failures, copyright legislation is an instrument aimed at improving 
market efficiency. In addition, throughout our public hearings, this Committee 
was told repeatedly and forcefully that copyright protection is fundamental to 
the interests of creative artists. Authors, composers, visual and applied artists 
of all kinds, filmmakers, choreographers, photographers, architects and all 
other creators see in copyright law a means of protecting their professional in- 
tegrity and that of their works. It also acts as a means of providing proper 
recompense for use by the public of their creations. For the public, copyright 
legislation provides assured access in a clearly understood and manageable 
way to the world’s creations in return for reasonable payment to owners of 
the works. A good copyright law should therefore make it clear that those who 
create works (let us call them “authors” while we refer at the same time to 
composers, painters, choreographers, filmmakers, photographers and the 
others who create intellectual properties) have control over their works and 
are entitled to a fair return for those works commensurate with the use made 
of them by the public. 

At the same time, nobody should be under the delusion that copyright 
legislation, by itself, will solve either the economic or social problems of all 
authors. Copyright legislation serves best those authors whose works appeal 
to large segments of the public, wherever in the world they may be. It cannot 
solve the social and economic problems of those authors whose works, 
although they may have great aesthetic or academic value, will earn very little 
because they appeal to relatively small numbers of users. The value to a socie- 
ty of its poets, composers of classical music, writers of essays, historians, 
philosophers and their like must be measured and paid for through means 
found outside the realm of copyright. 

Canada’s Copyright Act, enacted in 1924, was based on a British. model 
of even earlier vintage. It has long been clear that the law is out of date and 
has been left behind by technological and social changes. The inability to 
arrive at acceptable revisions, even after years of effort, is shocking. This 
Committee can only applaud recent efforts that promise a set of proposed 
revisions to the Copyright Act for presentation to Parliament. Even as this 
Committee has been developing this Report, two government task forces and 
an interdepartmental committee have been considering those revisions. One 
group was organized by the Department of Consumer and Corporate Affairs, 
which is responsible for the administration of the present Copyright Act, and 
the other by the Department of Communications, through which most of the 
cultural agencies report. We sincerely hope that, this effort will result in real 
achievement within the projected timetable and that the government will be 
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able to offer to the patient cultural community and to the Canadian public a 
revised Act that is both effective and appropriate to the times. 

Because of that review, which we believe is coming to imminent 
fruition, we offer here only some general views, instead of specific recom- 
mendations. 

We hope that the revised Act will apply its own principles in an equita- 
ble way to all creators in all disciplines, removing instances of differentiation 
and discrimination. It should also be flexible enough to admit new forms of 
creative expression using new media, which may emerge in the future and to 
which similar protections should be made applicable. 

We further expect that the new Act will reaffirm and strengthen the con- 
cept that authors of artistic and intellectual works are the owners of their crea- 
tions. Advances in technology and delivery systems should not weaken that 
fundamental right. Any rights that the author, as the owner, may choose to 
assign to others should be divisible by use, time, geography, medium, lan- 
guage and in many other ways. Limitations on the authors’ control over their 
works should be applied with caution and sensitivity. Thus, although “fair 
use” and reasonable access by the public are necessary intrusions into the 
rights of the owners and should be acknowledged, fair returns to them must 
be considered at the same time. 

Such an attitude would tend to remove many of the exemptions from in- 
fringement now found in the Copyright Act. There is no reason why authors 
should be asked to provide special subsidies to agricultural fairs, juke-box 
operators and religious institutions. The release of rights, whether or not in 
return for payment, to churches or schools should be the prerogative of the 
copyright owner; control over such decisions should not be removed by law. 
By the same token, the use of compulsory licensing as a means of assuring ac- 
cess should be employed, if at all, only when that device is considered to be 
absolutely necessary and should always assure adequate payments to the 
copyright owners for such usages. Fees that are set by regulation, when that 
proves to be essential, should be fair and should be open to periodic review, 
avoiding situations such as now pertain where a fee set in 1924 is made to ap- 
ply in the 1980s. 

It can be anticipated that new collectives of authors will emerge, to ad- 
minister rights and benefits more effectively through joint action. The affairs of 
such organizations should be conducted by their Canadian membership and 
directed exclusively to the protection and administration of the copyright in- 
terests of their members. With increased activity by collectives, there would be 
an important role for a strong copyright tribunal to supervise collectives, set 
fees, handle appeals and deal with a wide range of related issues. One other 
important function of such a tribunal could be the supervision of a periodic 
review, perhaps every 10 years, of the terms of the Copyright Act. 

This Committee, then, is in complete agreement with the general idea 
that creators should be compensated for uses by the public of their works. In 
the specific case of payment for public use to writers, a Canada Council plan 
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for compensatory grants is discussed in some detail in Chapter 7, where we 
also describe an alternative plan. We want to see the introduction of some 
such plan without delay. In the long run, however, we believe that copyright 
law procedures would have the advantage of enshrining the rights in question 
and generalizing their application. In some circumstances a serious outflow of 
funds to foreign authors might result. Under the right kind of copyright legisla- 
tion, authors’ collectives could administer the rights in question, protecting the 
interests of their members in such a way that assignment of rights to foreign 
authors would be accepted only if their own country offered reciprocal 
arrangements. 

Home recording and photocopying are both technical infringements of 
copyright under the 1924 Act. Although such practices are not condoned in 
law, they are common and not practically preventable. They clearly constitute 
a use of authors’ work, yet no payment is made to the copyright owners. 
Some countries have established taxes or levies on reproducing machines or 
materials, but no workable ways have yet been found to compensate specific 
owners for the copying of specific works. Payments resulting from the levies 
have been distributed either to authors’ general pension funds and other 
benefit programs, or to collectives of owners for distribution to their members 
through measures of their devising. 

It has been proposed that such copying practices be exempt from in- 
fringement under the revised Act through clauses describing “fair use” and that 
some form of levy might be introduced at a later date. In line with our general 
principles, we hope that the revised Act would see that authors are fairly trea- 
ted with respect to all uses made by the public of their creative output. 

Future technology will undoubtedly continue to produce devices that 
will win wide public acceptance and that might tend to weaken further the 
position and interests of authors. If copyright laws cannot adequately protect 
those rights and interests, direct government programs should do so. Current 
penalties designed to cope with infringements of copyright clearly fail to dis- 
courage piracy and other forms of theft. We deal further with this matter in 
Chapter 8, ‘Sound Recording.” 

As for what are called “moral rights,” we take the general position that 
the integrity of authors and of their works should be protected and that they 
should be able to prevent distortion and mutilation of their works. Visual 
artists should have control over the use of their names, some measure of con- 
trol over distribution and other pertinent moral rights. Such rights should per- 
sist for the whole term of the copyright, and that term should be the lifetime of 
the creator plus 50 years. As we have said, all such rights should apply 
equally to all creators including photographers, choreographers, designers 
and others. Visual artists have a related, special concern for ‘“‘droit de suite,” or 
control over their works after they have passed out of their hands, including 
the right to share in the proceeds of successive sales of their works. Without 
reciprocal arrangements with other countries, any such scheme would be, to 
say the least, imperfect. It would not serve our artists well if Canada were to 
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act alone in this regard, without coordinating its efforts with those of other 
countries. Canada should act in concert with other countries to establish a 
common international regime for “droit de suite.” 

We are also concerned about many other areas where copyright law is 
of great importance: in broadcasts, performances, cable rediffusion, satellite 
transmissions, computer programs. The Committee hopes that the general 
principles discussed above will govern the decisions made by the federal 
government in these cases. We repeat our conviction that it is in everyone’s 
interest to guarantee and protect the basic rights of creators to the ownership 
and control of their works, and to provide proper compensation to them for 
the use of their works by others. 
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Heritage 


In April 1949, the Privy Council of Canada set in motion the work of the Royal 
Commission on National Development in the Arts, Letters and Sciences, refer- 
red to in this Report as the Massey-Lévesque Commission. The order-in- 
council stated as a first principle that “the Canadian people should know as 
much as possible about their country, its history and traditions, and about 
their national life and common achievements.” There is still no better 
justification for the many varied activities and institutions now devoted to 
the preservation of Canada’s national heritage. 

- Our heritage begins with the land itself and its many natural wonders. 
It encompasses prehistoric remains and the traditions of the Indian and 
Inuit peoples. Our national heritage is made up of the tangible and the intan- 
gible. It includes folk tales and family histories, paintings and prime minis- 
ters’ papers, old houses and old stones. It is present in the countryside and in 
the urban centres of our country, in public museums and private collections. 
Our heritage inspires, enlightens and enriches contemporary Canadian ex- 
perience. 

The preservation of these irreplaceable heritage resources has been 
assumed by heritage institutions sponsored by all levels of government, as 
well as by private corporations and citizens. Museums, art galleries, archives, 
historic buildings and sites, and specialized public and private collections are 
all custodians of heritage resources. 

At the federal level there has always been some recognition of the im- 
portance of what we now refer to as heritage. In 1867 Canada already 
possessed a significant architectural and engineering heritage, as well as ar- 
chival and library materials in all the existing provinces. Canadians and 
visitors to Canada in Victorian times were fascinated by our natural heritage 
and left a legacy of writing and painting inspired by it. From the first, a few 
farsighted federal officials managed with very limited funds to create the 
foundations of our national heritage collections. There were, for instance, Sir 
William Edward Logan and G.M. Dawson of the Geological Survey which 
preceded the former National Museum of Canada; Marius Barbeau and Dia- 
mond Jenness of what became the National Museum of Man; John Macoun of 
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what was eventually called the National Museum of Natural Sciences; Eric 
Brown, H.O. McCurry and Kathleen Fenwick at the National Gallery of 
Canada; Arthur Doughty and W. Kaye Lamb at the Public Archives of Canada, 
to name only a few. 

In spite of the prodigious contribution of these individuals and others 
who worked with them, federal involvement in the heritage field, until the for- 
mulation of the National Museum Policy in 1972, could be characterized as 
negligible commitment rather than wilful neglect. The Centennial celebrations 
in 1967 marked a change in both public and government attitude toward our 
national heritage. Canadians are now more aware and concerned about their 
heritage than ever before. This is reflected in the astounding growth of 
custodial institutions and historic sites and parks, and the numbers of 
visitors they receive. The Canadian Museums Association told us that “the 
1,600 custodial agencies in Canada serve an estimated audience of 40 million 
visitors annually.” 

Canadians have shared in the increasing international interest and con- 
cern for the preservation of heritage since 1976 by recognizing the Interna- 
tional Convention for the Protection of World Cultural and Natural Heritage. 
The World Heritage List established and monitored by the World Heritage 
Committee of the United Nations Educational, Scientific and Cultural Organi- 
zation (Unesco), which includes world renowned treasures such as the 
pyramids of Egypt and Mont-Saint-Michel, now includes seven Canadian 
natural and cultural sites. 

The growing public interest in and support for heritage activities in 
Canada was recognized in the increased funding provided for heritage pro- 
grams through the National Museums of Canada, the Canada Council and the 
Heritage Canada Foundation. Without this support, many heritage activities 
would not have been undertaken and much of the riches of our heritage 
would not have been disseminated across Canada and overseas. Heritage is 
inevitably a growth area, by its very nature always expanding and seldom 
contracting, yet since 1976 there has been no increase in the real value of 
funds allocated to the National Museums of Canada or to the Canada Council, 
while the Heritage Canada Foundation has seen its endowment diminish. 
Heritage institutions in Canada are currently unable to conserve, catalogue or 
adequately display the material they now possess. How then can they be ex- 
pected to enlarge their collections significantly or undertake new activities? 

The consequences of the current situation for Canadian culture should 
not be underestimated and are a matter of grave concern to this Committee. 
It must be recognized that our past is too precious to lose because of inade- 
quate funding. Heritage is irreplaceable; it cannot be ignored or neglected for 
years and then retrieved; it needs constant preservation. We direct the atten- 
tion of governments at all levels to what one brief described as “the totality of 
our inescapable heritage responsibilities.” We urge governments to make a 
substantial commitment at once to the preservation of our heritage, to 
recognize its unique nature, and the need to maintain this priceless in- 
heritance for ourselves and for generations to come. 
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There must also be a renewed commitment to effective management of 
heritage interests by existing custodial institutions. We agree with the Na- 
tional Museums of Canada, the federal agency which deals with many heri- 
tage concerns, that, in future, these institutions 


“may have to accept limitations on growth and place much greater 
emphasis on cooperative ventures, including not only shared spon- 
sorship of exhibitions and other programme activities, already fairly 
common, but shared conservation, storage and research facilities 
and joint stewardship of collections as well.” 


Technological advances over the next 20 years undoubtedly will have 
an impact on the management of our heritage resources. Even though in re- 
cent years great advances have been made in techniques for preservation 
and conservation, it is still necessary, because of Canada’s distinctive pro- 
blems of distance and climatic extremes, to discover better and cheaper 
ways to protect, accommodate, distribute and display the tangible evidence 
of our past. Great technological changes in information disposal systems 
have also occurred over this same period, yet access to heritage material has 
not become proportionately any easier. Even so, no information retrieval 
system, however efficient, could ever be an adequate substitute for the ex- 
hilarating experience of actually viewing at first hand a unique object, 
specimen, work of art or building of historic interest. 

These considerations, and the more detailed ones which follow, have 
led us to several conclusions about various aspects of our national heritage, 
its due recognition and its preservation. We have, however, two central 
recommendations which are interdependent and reinforcing, and which 
underlie many others and so should be stated at once, leaving specific obser- 
vations to emerge in context. 

To give adequate expression to the importance we attach to heritage 
as a distinct and vital component of Canadian culture, we propose the 
establishment of the Canadian Heritage Council, a new independent agency 
with broad national objectives. Further, because we also attach special im- 
portance to federal heritage institutions in the National Capital Region, we 
propose that the Board of Trustees of the National Museums of Canada devote 
itself entirely to the supervision of the existing four national museums, 
together with any future museums or galleries located there or elsewhere in 
Canada which may be created in response to other recommendations in this 
Report. 


15. The Government of Canada should establish an arm’s- 
length agency to be known as the Canadian Heritage 
Council, to be a visible champion of heritage interests in 
Canada, recognizing the importance and particular 
characteristics of those interests, to promote heritage arts 
and sciences and to support heritage institutions. 
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16. The National Museums of Canada, guided by its Board of 
Trustees, should retain supervisory responsibility for the 
four existing and any proposed federal heritage custodial 
institutions in the National Capital Region or elsewhere. It 
should, however, relinquish to the proposed Canadian 
Heritage Council responsibility for the various categories of 
grants and assistance now given to nonprofit museums 
throughout Canada under the Museum Assistance Program- 
mes, for the continuation of the National Inventory of the 
cultural heritage, and for the Canadian Conservation In- 
stitute — all of which are at present administered and fund- 
ed by the National Museums of Canada as part of the 
National Programmes. 


Current Problems in Heritage 


Effective resolution of the problems experienced today by heritage institu- 
tions and disciplines will greatly affect the management of heritage resources 
in the future. These problems have arisen in organizations involved with 
movable heritage, such as archives and museums, as well as in institutions 
concerned with fixed heritage, such as natural sites and the built environ- 
ment. The provision of additional funding is obviously a basic need but it is 
not by any means the only solution to the difficulties evident in various as- 
pects of heritage — recognition, acquisition, conservation and dissemination. 


Recognition of Heritage Value 

Problems in the identification of heritage material worthy of preservation 
arise mainly in relation to fixed heritage, especially historical and ar- 
chaeological sites and materials found on them. Parks Canada, through its 
National Historic Parks and Sites Branch, is the federal agency which has an 
important cultural responsibility in the identification, protection and preser- 
vation of many of Canada’s significant in situ historic, architectural and ar- 
chaeological resources. The Parks Canada brief drew our attention to a dif- 
ficulty which will require legislative action to resolve. 

The Minister of the Environment, to whom Parks Canada is responsible, 
may designate a site as being of national significance under the present 
Historic Sites and Monuments Act, but unless the Crown acquires the site | 
there is no way of ensuring it will remain unaltered. The Parks Canada brief 
pointed out that federal designation, unlike provincial designation which in 
almost every case imposes legal restrictions on the future use of the property, 
“places no restrictions, other than moral ones, on the disposition of property 
in private hands or property held by other levels of government.” The essen- 
tial purpose of the recognition of the heritage value of a site is frequently 
thwarted by formal federal designation and, distressingly, such designation 
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has often led to theft or vandalism. Parks Canada has been forced to 
designate secretly, but not mark officially, certain potentially vulnerable sites. 

The Department of the Environment now has the authority to prevent 
the destruction of Canada’s natural heritage through the duly authorized En- 
vironment Assessment and Review Process. A similar process should now be 
established in law to give protection to designated historic and archaeological 
sites from unconsidered alteration or destruction. The Committee supports 
the view expressed by Parks Canada and recommends that: 


17. Existing federal legislation relating to the designation of 
historic sites should be strengthened to compel heritage 
impact studies to be carried out and reviewed before any 
such site is sold, developed or in any way altered from its 
present use. 


More effective legislation is, in our view, also required to protect 
heritage resources in the Northwest Territories. In this case the resources are 
virtually all located on Crown land and their protection is therefore clearly a 
federal responsibility. Unfortunately, as we were told by the Director of the 
Prince of Wales Northern Heritage Centre, neither the federal nor the ter- 
ritorial governments have assumed this responsibility, with the result that 
these ‘“‘priceless, nonrenewable resources are being disturbed and destroyed 
at an alarming rate.” 

Minimal protection is now provided by the Northwest Territories Ar- 
chaeological Sites Regulations (under the Northwest Territories Act). These 
regulations are outdated, ineffective and offensive to the residents of the 
North. They require that all specimens found in the Northwest Territories be 
deposited with the Archaeological Survey of Canada in Ottawa. While this 
prevents private interests from assuming ownership of important heritage 
material, it effectively prevents this material from being exhibited in context. 
This deprives Canadians who live in the North of opportunities to see objects 
which are part of their own heritage in the region in which they were found. 


18. The Department of Indian and Northern Affairs, as the 
federal department which administers the Northwest Ter- 
ritories, should review the existing Northwest Territories 
Archaeological Sites Regulations with the Archaeological 
Survey of Canada and the National Historic Parks and Sites 
Branch. It should proceed at once to develop a comprehen- 
sive heritage preservation act which clearly states the 
responsibilities and obligations of government, industry, 
special interest groups and individuals for the prehistoric 
and historic archaeological resources of the Northwest Ter- 
ritories, and gives recognition to the interests of Canadians 
in the Northwest Territories to retain such materials in the 
context in which they were found whenever possible. 
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Throughout Canada much greater recognition of the value of our “built 
heritage” could also be given by federal authorities. The Department of Public 
Works has on its inventory of buildings owned by the Crown many struc- 
tures dating from 1867 and earlier. Federal public buildings often shaped the 
towns that grew up around them. Parks Canada and the Department of Na- 
tional Defence have control of other historic federal properties. Officials of the 
Department of Public Works, appearing on March 10, 1981, before the Sen- 
ate Committee on National Finance, gave assurances that new criteria were 
being developed for a policy on heritage buildings. The Department of Public 
Works has for some time required that proposals submitted to it for construc- 
tion or land use projects include an assessment of their possible impact on 
existing heritage properties. Recycling a heritage building to meet contem- 
porary building code and client requirements admittedly presents difficulties, 
but such a solution, in our view, should always be the first consideration. 
Both Public Works and the Heritage Canada Foundation have found by ex- 
perience that adaptive re-use of a heritage building can be an economically 
competitive solution, with the important additional gain that an architectural- 
ly and historically significant structure is preserved in its original context. 

Our concern for recognition of our built heritage has a special applica- 
tion in the National Capital Region. The nation’s capital should be a 
showplace for our accomplishments, a place in which we have pride, a sym- 
bol of our rich and varied past and present. Its buildings should tell both 
Canadians and visitors how we view ourselves and how we value our 
achievements. The National Capital Commission and the Department of 
Public Works are to be commended for the care taken to preserve the 
parliamentary precinct and the heritage context of Sussex Drive, and for the 
imaginative use of the historic Rideau Canal, to cite some examples. 

Federal departments with construction responsibilities have shown 
some sensitivity to the value of the built heritage, recycling, reconstructing 
and restoring large and small properties in Ottawa and elsewhere, but many 
buildings have also been lost. 

It is the view of this Committee that the federal government must ac- 
tively demonstrate that it puts a high priority on the preservation and use of 
the heritage properties under direct federal control, so that Canada’s built 
heritage receives from others the recognition, protection and preservation 
required to ensure that Canadians never lose their sense of place and con- 
tinuity with their past. 


Collection 

We consider it relevant to heritage policy to make some observations about 
the balance between Canadian and non-Canadian content in our national 
heritage collections. The work of creative artists from many countries has 
always been collected by Canadian galleries, while many Canadian museums 
have specialized collections from around the world. It is appropriate that 
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Canadians should have the opportunity to become familiar with the ac- 
complishments of other countries. In this connection, the Royal Ontario 
Museum quoted to us the wise comment by Northrop Frye that “It is only 
when we have made the effort to understand other ways of life that we can 
come to see our own as a Specific culture too.” 

Pride of place in Canadian heritage institutions should, however, 
always be reserved for the works of our own creative artists of the past and 
present. This is not at present evident in major collections other than those of 
the four federal museums. Unhappily some aspects of Canadian creative 
endeavour are underrepresented or entirely missing in the present collections 
of both federal and non-federal institutions. These areas include Native art 
and archival material, the applied arts (including unique crafts and industrial 
design), films and photographs, radio and television tapes, and often the 
most innovative and experimental contemporary creation. Many of these 
omissions can only be amended by the creation of entirely new collections 
within a new custodial institution which we propose in Chapter 5. 

In this general discussion of current problems in heritage, certainly the 
most serious problem in the collection aspect concerns Native peoples’ art 
and archival material. We have previously indicated that, in our view, the 
peoples of Indian and Inuit ancestry must have a special place in Canadian 
cultural policy. It is therefore distressing to find that, of the national 
museums, only the National Museum of Man systematically collects Native 
art and artifacts and even that museum has only recently given some em- 
phasis to contemporary creation. The National Gallery of Canada neither col- 
lects nor displays the work of Indian or Inuit artists. Many works by these ar- 
tists have for years been successfully shown in other countries where they 
are now sought by collectors. Two extensive and important collections of In- 
dian and Inuit art, assembled by the Department of Indian and Northern Af- 
fairs, have never been shown to the public or even systematically organized 
until recently. 

Federal collections of historical records of the Indian, Inuit and Métis 
peoples should also be strengthened and made more accessible. The history 
of these peoples is almost entirely an oral tradition. Unfortunately, to quote 
from the brief presented by the Inuit Cultural Institute, “this body of informa- 
tion is not being retrieved and disseminated fast enough. That is a disastrous 
loss to Canadian scholarship in general, and Inuit culture in particular.” This 
could also be said, with truth, of the loss to Indian and Métis cultures as well. 

On a happier note, Canadian collections of heritage materials have 
been greatly assisted by the creation of the Canadian Cultural Property Ex- 
port Review Board, a quasi-judicial body established in 1977 under the terms 
of the Cultural Property Export and Import Act. The objective of that legisla- 
tion was to provide means to ensure that the best examples of Canada’s 
heritage in movable cultural property are kept in the country. The Act 
authorized three ways to achieve this objective: export controls, tax incen- 
tives to encourage donations or sales of private collections to designated 
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public institutions, and grants or loans to help designated institutions buy 
objects which are stopped at the border by the control system or to 
repatriate cultural property of heritage value (and deemed significant to 
Canada) which is offered for sale often outside Canada. 

To give an idea of the increasingly successful application of this legisla- 
tion, it is interesting to note that in 1980-81 the Review Board issued 279 
cultural property income tax certificates. These certificates establish an ac- 
ceptable fair market value of proposed sales or donations. As a result nearly 
$15.5 million worth of cultural property was transferred to designated collec- 
ting institutions and public authorities, of which almost $13.5 million was in 
donations. During the first five years of the program, acquisition grants to des- 
ignated non-federal institutions in every province totaled nearly $1.2 million, 
while federal collecting agencies received $2.5 million. Grants are given to 
supplement funds provided by institutions from their own varied resources 
to meet the purchase price of a desired property. 

The Review Board has consistently drawn attention to certain dif. 
ficulties it has experienced under the present statutory arrangements. In each 
instance the changes the Review Board desires are, in our view, not only 
compatible with the original purpose of the legislation, but would also benefit 
both artists and institutions. We wish to comment here on those which most 
directly affect the collection of heritage properties in Canada. 

The Review Board has queried the method and level of funding for the 
grants which the enabling legislation authorizes it to give. The amount 
allocated for this purpose each year has, in the opinion of the Review Board, 
never been large enough to ensure that it could meet the costs of a major 
emergency purchase of heritage property, nor does it now reflect the realities 
of the international art market or the reduction in the purchasing power of 
the Canadian dollar. Furthermore, the unspent balance of this allocation can- 
not be carried over to the next fiscal year. This jeopardizes the often pro- 
tracted and delicate purchase negotiations. In both cases this is an un- 
necessarily restrictive arrangement which should be altered at the first oppor- 
tunity to recognize the uncertainties inherent in the art and heritage sail 
ties markets. 


19. The annual sum appropriated for grants made by the Cana- 
dian Cultural Property Export Review Board should proper- 
ly reflect the unpredictable and high prices of the interna- 
tional art market. Unspent balances from this appropriation 
should be carried forward to succeeding fiscal years and 
the Cultural Property Export and Import Act should be 
amended to provide authority to do this. 


The Review Board has, we believe, fulfilled its functions well. The 
members of the Board are appointed by the Governor in Council on the 
recommendation of the Minister of Communications, and its administrative 
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services are provided by the Department of Communications. These _ar- 
rangements cause the Committee some misgivings. Because of the nature of 
its duties, the Review Board must be free of the merest hint of political in- 
fluence. The composition of the Board is crucial to the effective operation of 
the program, and Board members must command professional respect earn- 
ed by their expertise. Recommendations made by the minister should, in our 
view, always be based on consultations with the various heritage disciplines 
directly affected by the Board’s activities. The Review Board and its support 
staff should also be removed from their present direct departmental situa- 
tion. Although the duties of the Board are important, they are relatively nar- 
row in scope and do not justify a completely independent status. We con- 
sider that the Canadian Heritage Council we have recommended as the prin- 
cipal agency for heritage activities would provide the appropriate ad- 
ministrative framework within which the Review Board could work in- 
dependently, in the way that the Canadian Commission for Unesco now 
works within the administrative framework of the Canada Council. 


20. The Canadian Cultural Property Export Review Board 
should, while retaining its independent status, be 
associated for administrative purposes with the proposed 

Canadian Heritage Council. 


Conservation 

Conservation is the fundamental activity in the heritage field. Without conser- 
vation our heritage will disintegrate and eventually disappear; without con- 
servation the objects and ideas which link us to our past will vanish, never to 
be retrieved. The present situation is very grave. Canadian custodial institu- 
tions lose more of our heritage every year through deterioration and lack of 
conservation than they gain through acquisitions. Archivists, for example, 
often find that 20th century documents are on poor quality paper which 
quickly disintegrates, making imperative the need to find new ways to con- 
serve these irreplaceable records. Heritage groups protest the destruction of a 
number of historically significant buildings every year. Curators of scientific 
specimens and artifacts and of works of art, both ancient and modern, are to- 
day fighting a losing battle even to keep in existence the objects they now 
possess. 

The four national museums and the National Historic Parks and Sites 
Branch have always had the capacity to carry out some conservation of their 
own collections. This individual federal conservation activity was extended 
by the opening of the Canadian Conservation Institute in December 1976 as 
one of the constituents of the National Programmes of the National Museums 
of Canada. The Institute treats artifacts in collections in museums and 
galleries throughout Canada on a regular and emergency basis from its 
laboratories in Ottawa and on site through its mobile conservation units. It 
has a small internship program to provide on-the-job training in conservation 
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techniques and conducts some research into conservation methods and pro- 
blems. Results of these research activities are published in technical bulletins. 
The demand for the conservation services available from the Institute has 
been so great, however, that essential development of its research and educa- 
tion activities has been delayed. 

This important service was initially also provided in regional conserva- 
tion centres, which were closed in 1978 when government budgetary restric- 
tions reduced the annual appropriation to the National Museums of Canada. 
The closure of these regional centres has further increased the conservation 
workload of the Canadian Conservation Institute in Ottawa. This is far from 
ideal. Conservation work should always be done as close as possible to the 
collecting institution. Major museums in all parts of the country should have 
their own in-house conservation facilities where the results of the research in- 
to new techniques carried out by the Institute might be applied and where 
smaller regional museums could be assisted with their conservation pro- 
blems. 

It is heartening to note that some provinces now have mobile and 
other conservation units offering a necessarily limited service to local collec- 
tions which need basic conservation assistance. The Canadian Conservation 
Institute, however, has a national role to play in basic preventive conserva- 
tion training and particularly in research to find new conservation techni- 
ques. The preservation of contemporary documents on wood pulp paper is 
an important example of the need for research in this field. The work of the 
Institute should be for the benefit of all the heritage institutions of Canada. As 
such it would, we believe, be more appropriately associated with the propos- 
ed Canadian Heritage Council. This change would serve in part to emphasize 
the primary research function of the Institute and its role as a national 
resource during an emergency rescue operation for heritage materials. 


21. In recognition of the fact that conservation is a vital na- 
tional aspect of heritage, the proposed Canadian Heritage 
Council should give special consideration to requests for 
grants which will ensure that every region of Canada has 
access to regional conservation facilities. The Canadian Con- 
servation Institute should report directly to the Canadian 
Heritage Council and receive its funding from appropria- 
tions made to the Canadian Heritage Council. The Canadian 
Conservation Institute should give priority to research into 
new conservation techniques, the results of which it should 
share with all Canadian heritage institutions. 


Research 
Lack of research, like lack of conservation, jeopardizes the whole heritage 
field. Without research, it is impossible to identify what should be preserved, 
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how it should be kept and the ways in which this knowledge can be made ac- 
cessible. Yet research, the least visible activity in the heritage process, is 
usually the last to be funded and the first to be cut. Everywhere in Canada we 
met representatives of heritage institutions who emphasized the neglect of 
long-term concentrated research based on actual collections. There is also an 
acute need for published material based on the Canadian heritage experience 
for use in training curators, conservators and educators. Research publica- 
tions on how Canadian geographic and climatic conditions affect preserva- 
tion and conservation would, for example, be extremely useful. It was put to 
us that because research is the basis for all heritage programs of exhibition, 
publication and interpretation, it requires sustained support. 

Research based on collections can only be undertaken effectively if col- 
lections are well managed. Appropriate accessing, identification and catalogu- 
ing leading to comprehensive inventory control must be carried out with 
precision. If these processes are not in place, collections are not accessible 
and are therefore virtually useless. We were told that there is a pressing need 
for inventories of archaeological material and historic buildings. Federal in- 
stitutions, including the Public Archives of Canada and the four national 
museums, urgently need to improve their collections management. Other 
custodial institutions across the country have benefited, to a certain extent, 
from funds available for registration upgrading through the National 
Museums of Canada’s Museum Assistance Programmes. Nonetheless, it is 
fair to say that virtually every heritage institution could and should adopt 
new, improved methods for collections management and uniform methods 
using current technology, which are relatively simple to process and finan- 
cially more efficient over the long term. 

The need to have easily accessible information about the content of col- 
lections and of existing heritage buildings to facilitate research and collec- 
tions management prompted two federal agencies to set up inventory pro- 
grams early in the 1970s. The Canadian Inventory of Historic Buildings was 
begun in 1970 by the National Historic Parks and Sites Branch. It is a com- 
puterized program to survey, analyze and classify existing old buildings 
which may be worthy of preservation. Much valuable data has already been 
accumulated in this inventory. Exteriors of about 200,000 buildings have 
been surveyed and their features indexed. The interiors will also be surveyed, 
and approximately 1,800 have been completed. 

In 1972 the National Museums of Canada, as part of its National 
Museum Policy, began a National Inventory program to compile a computer- 
based inventory of all the public, scientific and cultural museum collections in 
Canada. In its first eight years expenditures on this program have totaled 
about $7.5 million. The Secretary General of the National Museums of 
Canada told a parliamentary committee in February 1982 that the original 
purpose of the inventory had been to provide the museum community with 
an information bank which could be used for research, exhibitions and 
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educational purposes. However, with increased emphasis on more efficient 
collections management by the Auditor General and the central agencies, the 
inventory has also been made into a more effective tool for planning and con- 
trol of acquisitions. The National Inventory will ultimately give access to infor- 
mation on an estimated 34 million objects in Canadian collections, including 
those in museums, university collections and collections of government 
departments. Of these, about nine million objects are in the care of museums, 
1.5 million in the National Museums of Canada. There are 150 participating 
institutions in this inventory project. 

There have been problems with both the mechanical and factual 
aspects of the creation of the National Inventory. To begin with, there was no 
clear conception of the scope of the collections to be included because par- 
ticipating museums across the country had no idea themselves of what they 
had in their custody. By February 1982, the Secretary General of the National 
Museums could report that 42 per cent of items given high priority by the 
museum community had been inventoried, or in other terms, 37 per cent of 
the man-made objects. He estimated that within five years all nine million ob- 
jects in the 150 participating museums will have been entered. The cost of 
completing the project is estimated to be $2.7 million, but researchers in the 
participating museums will then have access, through widely available com- 
puter terminals, to this extraordinary information base. 

Both the Canadian Inventory of Historic Buildings and the National In- 
ventory program should be completed with all possible dispatch. They are of 
enormous potential benefit to all heritage activity in Canada. As basic infor- 
mation resources which will require sustained support, both national pro- 
grams should be transferred from their present departmental jurisdictions 
and placed under the administration of the proposed Canadian Heritage 
Council. 


22. The National Inventory program and the Canadian Inven- 
tory of Historic Buildings should be completed as soon as 
possible to facilitate collections management, exhibition 
planning, research and education activities based on 
heritage coilections throughout Canada. The proposed 
Canadian Heritage Council should assume continuing 
responsibility for the National Inventory program and the 
Canadian Inventory of Historic Buildings. 


Display and Dissemination 

Display and dissemination are the ultimate goals of collection and conserva- 
tion. A justification for retaining the works of the past is that they will be seen 
and will be available for interpretation and reinterpretation. Since the 
establishment of the National Museum Policy in 1972, the National Museums 
of Canada has been active in facilitating and promoting the dissemination of 
movable cultural heritage to museums in all parts of Canada and abroad, 
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through a group of five programs which are collectively called the National 
Programmes: the Museum Assistance Programmes, the Canadian Conserva- 
tion Institute, the National Inventory, Mobile Exhibits and the International 
Programme. 

As recommended above, the Canadian Conservation Institute and the 
National Inventory should, we believe, be transferred to the proposed Cana- 
dian Heritage Council. As we see its future role, the Canadian Heritage Council 
should be primarily concerned with grants to increase access to and 
knowledge about heritage. It follows then that the Museum Assistance Pro- 
grammes should also become a responsibility of the proposed Canadian 
Heritage Council. 

The Mobile Exhibits program circulates heritage materials from the na- 
tional collections throughout Canada in three theme-coordinated caravans 
called Canada North, Atlantic Canada and Canada West. Over two million 
Canadians have visited these caravan museum exhibits since they began cir- 
culating. The earlier Discovery Train which had a similar purpose has now 
been dismantled. This extension activity of the National Museums should re- 
main with that organization, but other methods of dissemination including 
travel grants to individuals, publications and films might be fostered by the 
Canadian Heritage Council. 

Access to our nonmovable culture — such as heritage buildings and 
natural sites — is, at present, provided by the National Historic Parks and 
Sites Branch and through the work of the Heritage Canada Foundation. The 
former is discussed elsewhere in this chapter. The Heritage Canada Founda- 
tion was established in 1973 and endowed by the federal government to act 
as an independent, nonprofit organization “to encourage the preservation 
and demonstration of the nationally significant historical, architectural, 
natural and scenic heritage of Canada.” The Heritage Canada Foundation con- 
centrates its energies on the preservation of the built environment and to this 
end has purchased buildings, encouraged the training of architects and ar- 
tisans in the skilled work of restoration of heritage buildings, provided ad- 
visory services and conducted research. 

The Heritage Canada Foundation, during its short life, has achieved 
notable success in restoring, preserving and therefore assuring to present 
and future generations access not only to individual buildings of historic in- 
terest but also to entire streets or areas of heritage significance. However, the 
effectiveness of this foundation is being reduced by the decreasing value of 
its endowment. The Heritage Canada Foundation must continue to be in- 
dependent but should receive support from the proposed Canadian Heritage 
Council, not only in the form of additional funding for its restoration activities 
but also for its training and advisory services. 

Access by inhabitants of the North to their own art and artifacts 
presents special problems, and these were raised with us by many groups 
during our hearings. The federal government has clear responsibility for ar- 
tifacts in the Northwest Territories and the Yukon. Despite the efforts of the 
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only territorial custodial institution having staff and facilities, the Prince of 
Wales Northern Heritage Centre in Yellowknife, much of the cultural material 
of Canada’s north country is either ignored or shipped south. As mentioned 
above, under the Northwest Territories Archaeological Site Regulations all 
specimens found in the Northwest Territories are deposited at the Ar- 
chaeological Survey of Canada, in Ottawa. Specimens found in the Yukon 
have been shipped south because no environmentally secure storage has 
been provided for them there. This, in effect, denies the inhabitants of those 
regions access to their own past. 

This is no longer acceptable. Northern Canadians are proud of their 
heritage and want to see it displayed in their own communities. Environmen- 
tally secure display centres should now be opened in various places in the 
North, so that art and artifacts can be seen in context by the local in- 
habitants and visitors, and so that traveling exhibitions of artifacts taken 
from the North, now held in Ottawa and elsewhere, can be returned for 
placement or circulation in the originating communities. 

Over the past 10 years, the National Museum Policy, with its emphasis 
on democratization and decentralization, successfully increased the number 
of heritage facilities and encouraged public interest. However, in doing so, it 
has caused the basic heritage activities of collection and conservation to be 
seriously neglected and minimally funded. As a result, some of our unique 
collections are now in jeopardy. It is desirable that public access to heritage 
materials not only continue but increase. Nonetheless, it must be recognized 
that the basic support activities of collection, conservation and research are 
essential to sustaining public interest and are equally deserving of financial 
support. 

Curators responsible for heritage materials must constantly be aware 
of the audience likely to view the exhibitions and displays they arrange. 
Viewers are not all alike. Their interests, aspirations and sensitivities differ 
widely from region to region. It is entirely reasonable that institutions in each 
region should develop collections and exhibitions which reflect the distinctive 
characteristics of that region. We fully agree, for instance, with the contention 
of the Inuit Cultural Institute that it is counterproductive to attempt to impose 
“southern” notions of cultural development on the North. It was apparent to 
us from our countrywide discussions with those involved in heritage ac- 
tivities that the National Museums of Canada, in pursuing the objectives of 
the National Programmes, has not always been as sensitive as it could have 
been to provincial and regional priorities, interests and standards, and has 
sometimes acted in a directive rather than a reactive way toward the non- 
national museums. 

Federal support must also be made available for the dissemination of 
non-Canadian material. It, too, is part of our past. Access to the culture of 
other countries by purchasing works for Canadian collections is an expensive 
proposition. So, too, is the borrowing of objects from other countries for inter- 
national exhibitions; the borrower must not only pay the transportation costs 


Heritage 119 


to Canada, but also the extremely costly mandatory insurance on these ob- 
jects. Many countries have adopted indemnity legislation which enables 
them to underwrite the costs of such insurance. The Art Gallery of Ontario 
presented the case for a similar Canadian indemnification plan which, it was 
estimated, could save Canadian cultural institutions about $1 million annually 
in insurance premiums. 

A formula to share risks associated with insuring exhibitions was 
adopted in principle in May 1982 in Regina, by federal-provincial ministers 
responsible for culture and historical resources. It is encouraging that the 
basis for agreement on how to solve this burdensome, recurring problem has 
been established. 

One other aspect of dissemination must not be overlooked. Until now 
heritage materials have been disseminated by a few traditional methods and 
except for the use of computer-stored information in the National Inventory 
and the planned computerized bibliographic network of the National Library, 
newer communication systems have been virtually ignored. In future, 
heritage institutions will undoubtedly take more advantage of the oppor- 
tunities to display their collections to larger audiences provided by television 
and to increase the exchange of information by the use of videotex systems 
such as Telidon and other information retrieval and display technologies. 


23. The proposed Canadian Heritage Council should encourage 
and support the dissemination of heritage materials 
throughout Canada, and in order to do so should assume 
from the National Museums of Canada direct responsibility 
for grants now given under the Museum Assistance Pro- 
grammes. To facilitate access to nonmovable heritage, the 
proposed Canadian Heritage Council should cooperate with 
the National Historic Parks and Sites Branch of Parks 
Canada, and with the Heritage Canada Foundation, and 
should assist activities of the Heritage Canada Foundation 
financially if requested. 


Staffing and Training 
Many intervenors told us about another problem endemic in the heritage 
field, the lack of qualified staff. There are very few fully qualified curators and 
museum administrators in Canada because, until recently, no qualifying 
courses were available here. The graduate degree program in museology at 
the University of Toronto and the Royal Ontario Museum began in the late 
1960s. When the Canadian Conservation Institute was set up in 1976, there 
were not enough trained experts anywhere in Canada to staff it adequately. 
Competition for the limited qualified personnel has existed among heritage 
agencies for years. 

Since 1972, when federal training grants to colleges and universities 
became available through the National Programmes of the National Museums 
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of Canada, a number of colleges and universities have offered courses design- 
ed to prepare students for professional careers in various aspects of museum 
operations. These include a museum technicians’ course developed by Algon- 
quin College in Ottawa and the conservation course given by Queen’s Univer- 
sity in Kingston. Even so, many students must still leave Canada to receive 
advanced training. 

In many of the specialized areas of heritage, “‘learning-on-the-job” is vir- 
tually the only form of training possible. For instance, there was in all of 
Canada no formal diploma training program in archival science until 1981 
when the University of British Columbia introduced such a program. There 
must be more initiatives of this kind in other branches of the heritage field. A 
steady infusion of well-qualified professional custodians will increasingly be 
required for the successful management and development not only of Cana- 
dian archives but of other heritage resources as well. 


24. The proposed Canadian Heritage Council should support 
initiatives to develop training programs in professional 
heritage management. 


Volunteers and Service Organizations 

National service organizations in the heritage field take a special interest in 
maintaining and developing professional standards in training and perfor- 
mance. At present, grants to such organizations are quite haphazard, some 
receiving assistance and others not. We suggest certain criteria for the fun- 
ding of such bodies in our discussion in Chapter 2 of the respective functions 
of the Department of Communications and of the cultural agencies. The 
operation of national service associations in Canada is expensive, given the 
distances to be traveled to meetings and the bilingual character of their 
publications and discussions. These factors should be considered by the pro- 
posed Canadian Heritage Council when the criteria for grants to national 
organizations — such as the Canadian Museums Association or the Canadian 
Archaeological Association — are established. 

We have received many comments about the important contribution 
made by volunteers who perform essential services in heritage institutions 
which would not otherwise be provided. Unfortunately, many institutions 
have recently noted that the number of volunteers active in this work has 
decreased. And this has happened at a time when museums need more staff 
to cope with the increased use of their facilities but have less money to ac- 
quire such staff. 

The degree of dependence on volunteers by heritage institutions can be 
judged by the results of a recent survey conducted by the British Columbia 
Museums Association which showed that over 68 per cent of the staff of the 
British Columbia Museums was voluntary. Clearly these essential, committed 
volunteers must be adequately trained. But there are difficulties. We were 
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reminded by the Chairman of the Board of the Restigouche Gallery that many 
of the dedicated people who have made things happen in their community 
are often not able to finance trips to the seminars, workshops and con- 
ferences that have been arranged to help them enlarge their skills. We 
therefore make the following recommendation on behalf of volunteer staff in 
heritage institutions, suggesting that training assistance must be provided for 
these essential services through existing or proposed federal funding programs. 


25. Encouraging volunteers in heritage organizations by offer- 
ing them special training is money well spent, and grants 
for the purpose of training volunteers should now be made 
through the Museum Assistance Programmes of the Na- 
tional Museums of Canada and, ultimately, by the propos- 
ed Canadian Heritage Council. In addition, recognized na- 
tional heritage service associations should be eligible for 
financial assistance toward the cost of annual meetings 
and publications. 


Accommodation for Heritage Collections 

The improvements in the accommodation of heritage institutions during the 
past 30 years have been outstanding. These changes are due to a very large 
extent to the substantial support given for this purpose by the National 
Museums of Canada and the Departments of the Secretary of State and Com- 
munications. The National Museums brief stated that “135 museums and art 
galleries have received federal grants for new or renovated facilities, better 
equipment and more sophisticated environmental controls.” Provincial 
governments and private donors have also contributed heavily to the cost of 
building new heritage facilities and upgrading old ones. Today, most pro- 
vinces have efficient facilities for the preservation and display of their collec- 
tions. 

It is unfortunate that federal institutions have not benefited nearly as 
much during this period, with the single exception of the now inadequate 
building shared by the Public Archives of Canada and the National Library. 
The February 1982 decision to provide $185 million for the construction of 
facilities for the National Gallery of Canada and the National Museum of Man 
goes some distance toward meeting the desperate need for safe and ade- 
quate display and storage of these important national collections. 

The Board of Trustees of the National Museums of Canada has for 
some time strongly urged the central agencies, the Treasury Board of Canada 
and the Privy Council Office, to provide funds for new accommodation for na- 
tional museums. It has been stated that the process of designing and building 
the new quarters for the National Gallery of Canada and the National 
Museum of Man will take five years. It is imperative that construction plans 
for these buildings be developed and brought to fruition with all possible 
speed. 
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We would be delinquent, however, if we did not also draw attention to 
the crowded conditions of the Public Archives of Canada and the National 
Library, as well as the detrimental and unsuitable locations in which the Na- 
tional Museum of Natural Sciences and the National Museum of Science and 
Technology now operate. If we wait until the recently authorized federal 
museum buildings are completed before the next ones are even considered, 
the provision of proper accommodation for our immediate and pressing 
heritage needs alone will take at least 25 years, while future technological ad- 
vances, particularly in preservation and conservation, will undoubtedly 
necessitate structural changes in existing buildings. We must not dismiss ac- 
commodation as a concern simply because heritage institutions in many 
parts of Canada are housed today better than they were before. 


26. Suitable buildings should be provided for the National 
Museum of Science and Technology, the National Museum 
of Natural Sciences, the Public Archives of Canada and the 
National Library of Canada as soon as possible, in line with 
the accommodation priorities established by these institu- 
tions for the heritage collections for which they are 
responsible. 


Funding 

Inadequate funding is the root cause of many of the current problems in 
heritage already discussed. It is our firm conviction, and therefore worth 
repeating, that heritage is both perishable and irreplaceable; it cannot be put 
in limbo for lack of money and later retrieved unimpaired. 

Funding for heritage activities now comes from many sources. We 
found general support for the principle of multiple sources of funding among 
non-federal heritage institutions which recognize the desirability of seeking 
support from federal, provincial and municipal levels of government, as well 
as from benefactors outside government. Multiple-source funding gives these 
non-federal institutions a measure of protection from the disappointments 
which can occur if dependence is placed on a single source of funds. - 

Representatives of the smaller museums and galleries outside the ma- 
jor cities told us in some detail about the extra costs they incur by virtue of 
their size and location. It is simply much more expensive for small institu- 
tions to initiate, receive and circulate exhibitions because services such as 
packing and shipping and similar unavoidable support requirements are not 
readily available. These extra costs have evidently not been considered in 
determining the size of the grants smaller institutions receive. There is much 
good sense in the proposal made by the Saint Mary’s University Art Gallery 
that “a policy of equalization be implemented rather than the present prac- 
tice of ‘the richer you are, the more funding you get’.” 

This problem is particularly acute for the National Exhibition Centres, 
which are located in smaller communities across Canada. These centres, 
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mostly established since 1972 with encouragement and capital grants from 
the National Museums, were never intended to become full-fledged collecting 
museums, but rather to be environmentally secure places capable of receiv- 
ing traveling exhibitions. It was also expected that they would enjoy sufficient 
community support to cover basic operating costs. 

Unfortunately, neither expectation has been met. The larger museums 
— that is, the four national museums and the 21 designated Associate 
Museums — have been unable to produce the numerous, inexpensive ex- 
hibits the centres expected to receive. The National Exhibition Centres have 
been obliged to create their own exhibitions and programs to fill the gaps. 
Furthermore, community funding has not been sufficient to permit them to 
stay open without federal assistance for core funding. The National Museums 
of Canada recognizes that in the future the needs of these centres, like those 
of the Associate Museums, can only increase. If the principle is accepted that 
our heritage should be available to everyone, it is necessary to equalize fund- 
ing to allow smaller institutions to mount exhibitions and programs that will 
attract support from the communities where they are located. 


27. There should be increased federal assistance to smaller 
heritage institutions, including the National Exhibition 
Centres. Other levels of government, interested individuals 
and corporate sponsors should consider commensurate in- 
creases in support. 


Intemational Heritage Activities 

In 1975 the National Museums of Canada set up an International Programme 
to promote interest in international museum activities, and to coordinate in- 
ternational exhibitions coming to Canada and other international exchanges 
in the heritage field. This program has been associated with a number of 
notable exhibitions made available to museums in all parts of Canada. Of- 
ficials responsible for the International Programme in the National Museums 
work closely with the Bureau of International Cultural Relations in the Depart- 
ment of External Affairs and take part in the advisory committee of that 
department on international cultural affairs. 

The International Programme is the second of the five components of 
the National Programmes which, in our view, should not be transferred to the 
supervision of the proposed Canadian Heritage Council. As a result of our 
review of international cultural relations, which can be found in Chapter 11, 
we recommend the creation of a new international cultural agency. The 
National Museums’ International Programme should become a part of that 
new agency when it is formed. The Canadian Heritage Council would, however, 
be a source of counsel on heritage matters as they relate to international 
activities and could be expected to give grants to help bring international 
exhibitions to Canadian museums. 
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The National Historic Parks and Sites Branch coordinates Canada’s par- 
ticipation in international heritage activities organized by the Paris-based 
headquarters of Unesco, and gives an annual grant for that purpose which is 
largely concerned with natural heritage. We consider it appropriate that this 
heritage activity should also be assumed by the proposed Canadian Interna- 
tional Cultural Relations Agency in cooperation with the National Historic 
Parks and Sites Branch as required. 


Federal Heritage Activities 


The federal government is heavily involved with heritage. Not only is it direct- 
ly responsible for nonrenewable resources owned by the Crown, but it is also 
responsible for the preservation and availability of existing national collec- 
tions. In addition, the federal government has given substantial funding or 
program assistance to a wide variety of non-federal heritage organizations in 
all parts of the country. 

The all-encompassing nature of heritage is reflected in the number of 
federal departments and agencies with responsibilities or interests in this 
field. At least 52 federal organizations have a heritage role. While the prin- 
cipal responsibilities are divided among Environment Canada and the Depart- 
ment of Communications and its related agencies, particularly the National 
Museums of Canada, there is extensive activity in other federal departments 
and organizations as well. At least 12 organizations maintain collections for 
exhibition. Besides the museums within the National Museums of Canada, 
these include the Canada Council, the Department of External Affairs, the Na- 
tional Film Board, the Canada Post Corporation and the Bank of Canada. 
Scientific research collections are maintained by departments such as 
Agriculture and Environment, as well as the Department of Energy, Mines 
and Resources. 

At least 14 federal bodies are involved in funding or program 
assistance for heritage purposes. These include the Canada Council, the Na- 
tional Capital Commission and the Departments of Communications, and In- 
dian and Northern Affairs. In addition, many of these federal agencies either 
manage historic buildings or devote resources to their restoration and to giv- 
ing the public access to them. 

Despite the number of federal organizations involved, federal activity in 
support of heritage concerns has often been covert, uncoordinated and 
dispersed. This lack of real commitment does grave injustice to the impor- 
tance of our heritage. The federal agencies and departments with prime 
responsibility in this area must not only adopt realistic heritage policies but 
also implement these policies in the most effective possible way. In this con- 
nection, we have some comments to make on past policy, and some sugges- 
tions to offer for the future. 
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The National Museums of Canada 

One of the principal federal bodies concerned with heritage is the National 
Museums of Canada. This Crown corporation was established in 1968 to be 
responsible for and provide services to the four national museums - the Na- 
tional Gallery of Canada, the National Museum of Man, the National Museum 
of Natural Sciences, and the National Museum of Science and Technology. 
The Canadian War Museum became a division of the National Museum of 
Man, and the National Aeronautical Collection was incorporated into the Na- 
tional Museum of Science and Technology. The purposes of the corporation, 
as stated in the enabling Act, are “to demonstrate the products of nature and 
works of man, with special but not exclusive reference to Canada, so as to 
promote interest therein throughout Canada and to disseminate knowledge 
thereof.” 

In 1972 a National Museum Policy was announced and funds were 
made available for improved assistance and services to museums generally, 
including non-federal institutions. As a result, a network of 21 Associate 
Museums was organized and 25 National Exhibition Centres were establish- 
ed; the Canadian Conservation Institute and the National Inventory were 
created; training programs were developed and an Emergency Purchase 
Fund was authorized to cope with costs of unforeseen acquisitions. Since 
1974, the National Museums of Canada has been divided for administrative 
purposes into six operational units: each of the four national museums, the 
Corporate Secretariat and Services, and the National Programmes. 

In examining the effectiveness of this important Crown corporation, it 
is helpful to look at the reasons for its formation. In the 1960s, it became 
clear that new legislation was needed for all the national museums. Two bills 
were prepared, one for the National Gallery of Canada and one for the three 
other national museums. The two draft bills were virtually identical since 
they dealt with the basic functions of a museum which are the same 
regardless of the character of the collections. The bills emphasized function 
rather than discipline; they were concerned, in the main, with management 
authority, financial and other controls rather than with aesthetic or disci- 
plinary considerations. It was evidently assumed that if the three museums, 
each having quite different collections, could be joined together, a fourth, the 
National Gallery of Canada, could be added with equal validity. 

The amalgamation of the four national heritage institutions was to 
bring about the use of common administrative and financial services, making 
it possible to pool scarce resources and avoid duplication. These centralized 
services, in short, were to reduce the burden of housekeeping for the four 
museums and to provide more cost-efficient services. Furthermore, to those 
sponsoring the legislation, combining four separate institutions was thought 
to be more desirable since the resulting single museum corporation was 
likely to be more forceful in its dealings with the central agencies. 

The individual museums were to retain their separate and specific iden- 
tities. The legislation confirmed that each museum had the status of a 
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separate cultural body, the corporate framework being solely for ad. 
ministrative purposes. The directors of the individual museums were given 
direct reporting responsibility to the Board of Trustees. Directors retained 
overriding responsibility for the management of their respective museums, 
including the full exercise of professional judgment, while the newly created 
position of Secretary General of the corporation was given responsibility for 
the coordination of the day-to-day activities of the corporation, particularly its 
common services. 

This important and subtle balance between the role of the directors on 
the one hand and the role of the Secretary General on the other was altered 
by the addition of the National Programmes to the corporation in 1974 as 
part of implementation of the 1972 National Museum Policy. This addition 
modified the corporation’s original role considerably. It was no longer simply 
an organizational and service umbrella for the national museums; it was now 
also a well-funded federal cultural agency instigating national programs and 
providing national services. 

The National Programmes, set up as a new section of the corporation, 
became the responsibility of the Secretary General who was recognized by 
the central agencies, for accountability reasons, as the chief executive officer, 
a title not explicitly authorized by the Act of incorporation but subsequently 
recognized in the bylaws. Thus, between 1968 and 1974, the role and 
organization of the National Museums of Canada changed considerably and 
in such a way that the original intent — the operation of four federal 
museums in Ottawa — was subsumed under a larger national policy. 

The original reasons for placing the four national museums in a single 
organization — reduction of administrative costs by amalgamating common 
services, more autonomy under a Crown corporation than in a department 
and increased clout with the central agencies of the government — on balance 
still seem reasonable to us. The addition of the National Programmes to the 
structure of the corporation as originally established was, however, in our 
view, ill-conceived. As well as causing new problems, this change seems to 
have exacerbated continuing problems implicit in the administrative ar- 
rangements made by the 1968 Museums Act. 

At present the National Museums of Canada functions as a Schedule B 
Departmental corporation under the Financial Administration Act, the Public 
Service Employment Act, and the Public Service Staff Relations Act. Hence it 
is subject to the same controls imposed on departments of government. For 
the corporation, these include the requirement that ministerial approval be 
sought for acquisitions costing more than $200,000 and Treasury Board ap- 
proval for purchases exceeding $1 million; that parliamentary appropriations 
for acquisitions lapse at the end of each fiscal year; and that the Public Ser- 
vice Commission recruit all employees, except the directors of the four 
museums and the Secretary General. In recent years, under pressure from the 
Comptroller General and the Auditor General to make Crown corporations 
more accountable, the central agencies have increasingly encroached on the 
independence of the National Museums’ Board of Trustees. This, in our view, 
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is regrettable. As previously stated in Chapter 2, under the headings “Policy 
Direction” and ‘Administrative Controls,’ the Board of Trustees of the Na- 
tional Museums of Canada, like the boards of arm’s-length agencies, would 
be a more effective manager if it had more independence from ministerial 
direction and bureaucratic interference in specific areas. 

Several specific factors affecting the independent functioning of the Na- 
tional Museums deserve special comment. The first concerns acquisition deci- 
sions. Acquisitions are obviously vital to the establishment and maintenance 
of heritage collections. They involve highly sensitive decisions of an aesthetic, 
historic and professional nature. It is important that these decisions be made 
with integrity and impartiality, without undue influence, and in accordance 
with the highest professional standards. It is clear, therefore, that all acquisi- 
tions, at whatever price, should be made on the recommendation of the 
director of the museum concerned and with the authority of the board. 

Secondly, the National Museums of Canada used to have a purchase 
account at its disposal. This was a special account in which acquisition funds 
left unspent at the end of a fiscal year could be carried forward for future use. 
Although a transition arrangement is in effect for two years, this account was 
effectively eliminated by the Adjustment of Accounts Act in 1980, when all 
similar non-lapsing accounts were set aside, again as a way of tightening con- 
trols on expenditures and commitments for future expenditures. The acquisi- 
tion of heritage material is very difficult to plan for in advance. It is impossible 
to predict when a desired acquisition may come to the market and equally 
impossible to ascertain the length of time needed for purchase negotiations. 
While appreciating the motives for the Adjustment of Accounts Act, this Com- 
mittee believes that the abolition of the non-lapsing account for acquisitions 
was an unwise decision which severely curtails the independence and the ex- 
ercise of professional competence by the National Museums. 

And thirdly, the present complete integration of all of the corporation’s 
employees, including, of course, those working in the four national museums, 
into the mainline public service, is not always in the best interest of the 
museums. The museum profession requires highly specialized professional 
and technical personnel. More flexible terms and conditions of employment, 
including part-time employment, internships and secondments from other 
museums, academic and research institutions, would increase the effec- 
tiveness of the operation. Such flexible arrangements could be explored with 
the Public Service Commission which has mechanisms to meet many of these 
personnel problems. This staffing problem affects other cultural agencies as 
well, a point discussed in more detail in Chapter 2. 

These then were the considerations which led us to the second of our 
major recommendations about the future direction of heritage policy — that 
the National Museums of Canada concentrate on running the existing or pro- 
posed national heritage institutions in the National Capital Region or else- 
where, but relinquish to the proposed Canadian Heritage Council responsibility 
for three components of the National Programmes — the Museum Assistance Pro- 
grammes, the National Inventory and the Canadian Conservation Institute. 
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28. The Board of Trustees of the National Museums of Canada 
should be given full responsibility for the operation of ex- 
isting and future national heritage institutions in the Na- 
tional Capital Region or elsewhere, for staffing those in- 
stitutions and for negotiating acquisitions for its various 
collections from a non-lapsing account to which annual ap- 
propriations for this purpose are made. 


Other Federal Heritage Activities 


We have already described the workings of two other agencies which exist 
because of sponsorship and funding by the federal government but which 
are fundamentally independent. These are the Canadian Cultural Property Ex- 
port Review Board and the Heritage Canada Foundation. Another indepen- 
dent agency is the Art Bank of the Canada Council. In many respects the Art 
Bank acts very much like a museum in that it collects and preserves art ob- 
jects and displays its holdings. The Art Bank is discussed in Chapter 5. 

Many other federal government departments have collections and 
some have museums. But, as no authorized guidelines are applicable to all 
federal museum activities, they do not have to meet the standards the federal 
government demands of non-federal museums supported by grants from the 
National Museums of Canada. Consequently, accommodation and display of 
collections, conservation practices, research and public accessibility vary 
greatly from department to department. Administration of these other federal 
collections is haphazard, depending on the interest and knowledge of a few 
individuals whose professional training may have been in disciplines remote 
from heritage preservation, working in departments whose policies are 
directed toward concerns other than heritage. 

While the location of these other federal collections within agencies 
whose priorities are not primarily museological could cause some problems, 
it is not necessarily advisable to alter the present arrangements. Many collec- 
tions form an integral part of the workings of their parent organizations and 
could not sensibly be separated from them. For example, to remove existing 
collections of technically heritage items from the Cape Breton Development 
Corporation, from Rideau Hall or from Agriculture Canada would work 
against the original reason for the creation of such collections and would 
render them virtually useless. However, some federal collections, including 
those of the National Historic Parks and Sites Branch of the Department of the 
Environment, the Public Archives of Canada, and the National Library, are 
comparable to those in the national museums. These essentially heritage ac- 
tivities were also reviewed by the Committee. 


National Historic Parks and Sites 
The National Historic Parks and Sites Branch of Environment Canada controls 
and administers 23 national parks and 54 national historic parks and major 
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sites. Under the authority of the Historic Sites and Monuments Act, 1953, the 
minister responsible can mark or commemorate historic places, establish 
historic museums, acquire historic places, and provide for their administra- 
tion, preservation and maintenance. The minister receives advice on these 
matters from the Historic Sites and Monuments Board which was first estab- 
lished in 1919. 

The National Historic Parks and Sites Branch is clearly engaged in 
museological activities, in research, and in the collection, preservation and 
display of heritage material. There is some competition for staff and acquisi- 
tions between this branch of the Department of the Environment and the Na- 
tional Museums of Canada, and coordination and cooperation in these mat- 
ters is limited. Each agency has its own conservation laboratory and both are 
located in Ottawa. Together they employ four-fifths of all the conservators in 
the country, but classifications and rates of pay are not uniform for jobs 
which require similar or identical qualifications. It seems clear that the pur- 
poses and broad methodologies of the Historic Parks and Sites Branch and 
the National Museums of Canada are very similar. Ideally they should be 
more closely associated administratively and operationally. This would help 
to underline the breadth of Canada’s heritage, and would emphasize the fact 
that heritage as a national concern includes not simply objects in a museum 
but also natural sites and historic buildings. We do not wish to give this sug- 
gestion the force of a formal recommendation and we realize that there are 
reasonable arguments to be made in defence of the present departmental ar- 
rangements, but this proposal certainly merits future consideration. 


Public Archives of Canada 
The importance of preserving public records was recognized by the first 
federal Parliament which approved a grant for this purpose in 1872. A full: 
time Dominion Archivist was appointed in 1898 and the basic definition of 
the responsibilities of this office and the nature of archival material to be 
preserved was set out first in formal legislation in 1912. This Act assigned to 
the Dominion Archivist custody and control of “public records, documents 
and other historical material of every kind, nature and description.” The 
Public Archives Act has not been significantly altered since. 

The Public Archives of Canada is effectively a department on its own. 
The Dominion Archivist has the rank of a deputy minister, and reports to the 
Minister of Communications about Public Archives activities. In addition, the 
Public Records Order of 1966 assigned to the Dominion Archivist control and 
management of public records, which were further defined as “corres- 
pondence, memoranda or other papers, books, maps, plans, photographs, 
films, microfilms, sound recordings, tapes, computer cards, or other docu- 
mentary material, regardless of physical form or characteristics’ origi- 
nating in departments of the federal government. In this capacity the Dominion 
Archivist is responsible directly to the Treasury Board. A Records Manage- 
ment Branch conducts this administrative function, and the Central Microfilm 
Unit provides microfilming services to government departments at cost. 
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To carry out its heritage activities the Public Archives is now organized 
into eight divisions, each one devoted to a particular archival medium: films, 
television and sound recordings; pictures, medals and seals; photographs; 
maps and architectural records; machine readable records; federal textual 
records; private manuscript documents and documents from other countries; 
and a library. In addition, the Archives has been given certain curatorial 
responsibilities. It looks after all portraits on display in the Parliament 
Buildings and, under the terms of the Laurier House Act which incorporated 
the terms of the bequest by William Lyon Mackenzie King, the Dominion Ar- 
chivist has charge of Laurier House and its contents, which now also includes 
memorabilia of Lester B. Pearson. 

Since 1912, then, the Public Archives of Canada has freely interpreted 
the single unrevised statement of its mandate to collect and preserve “other 
historical material of every kind, nature and description” as authority for its 
contemporary activities. These activities should now be more authoritatively 
defined in a complete revision of the Public Archives of Canada Act, which 
would not only reflect the scope of its current archival collections and the 
methods of their preservation but also give statutory authority for the 
records management duties the Archives performs by virtue of the 1966 
order-in-council and clarify its curatorial responsibilities. 

The Public Archives is a vital heritage custodial institution, similar 
in purpose to museums in the National Museums of Canada. The importance 
of archives was admirably delineated in the Public Archives brief to this 
Committee: 


“If the archives of a nation, a government or an organization are 
not preserved, then the history of that nation, government or 
organization will be forgotten, and the price which a people pay for 
the loss of their history is a misunderstanding of their roots, a con- 
fusion in their identity and the misinterpretation or misrepresenta- 
tion of the nature of their country.” 


Archival activity in Canada has been reviewed in depth by two in- 
quiries in the last 10 years, first by the Commission on Canadian Studies 
which dealt with archives in that context in its report, To Know Ourselves, 
released in 1976, and later by the Consultative Group on Canadian Archives 
which reported to the Social Sciences and Humanities Research Council in 
1980. Both these reports engendered a widespread response from govern- 
ment and nongovernment archives individually and collectively through their 
professional associations. Discussions have emphasized changes which 
should be reflected in a new Public Archives Act, which has been in prepara- 
tion for some time. 

The Public Archives of Canada is the largest in the country in terms of 
holdings and size of staff, but it is part of a nationwide archival community 
which includes provincial, municipal, business and private institutional ar- 
Chives. This extended archival network developed because it was recognized 
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that archives can “document the public, corporate, communal, cultural, com- 
mercial, intellectual, and private lives of Canadians... . Archives are a 
heritage for all Canadians for all time,” to quote a past president of the 
Association of Canadian Archivists. 

The growth in numbers of archival holdings, and the increased 
awareness not only of their heritage value but also of the imperative need for 
their preservation, suggest to us that the Public Archives should include the 
archival community in Canada in discussions about the new legislation which 
may also affect them. The two commissions of inquiry and the Association of 
Canadian Archivists proposed variations on the idea that a revised Public Ar- 
chives Act should provide for the coordination of archival planning 
throughout the country, in order to make more efficient use of our total ar- 
chival resources. 

The consultative group of the Social Sciences and Humanities Research 
Council, headed by Ian E. Wilson, Saskatchewan Provincial Archivist, initiated 
the discussion of this idea. It recommended that the Public Archives of 
Canada establish an extension branch to minister to the entire archival 
system on the basis of policies and priorities recommended by a National Ar- 
chival Advisory Committee. This proposal has not been viewed as an ap- 
propriate solution by either the Public Archives itself or by the Association of 
Canadian Archivists. The latter organization put forward an alternative in its 
published response to the Wilson report and in its brief and discussions with 
this Committee. We fully support the proposal of the Association that a Na- 
tional Archival Records Commission be established to act as an independent 
funding and coordinating agency, through which the programs, studies and 
recommendations for a national “cooperating system of archives” could be 
instituted. On the basis of the submissions made to us, it is clear that this 
proposal accurately reflects the considered judgment of the entire archival 
community. 

Funding for Canadian archives has never been generous. Even so there 
seems to be a consensus in the Canadian archival community that money is 
not the only solution to current problems. We were told that there is a “much 
greater need to identify major problems in the archival landscape and to 
develop priorities that will lead to their solutions.” This will be the job of the 
National Archival Records Commission. The Commission will ultimately be 
expected to make grants for such priorities as capital projects, archival train- 
ing programs and publications, research in conservation techniques for col- 
lections, and standards and building codes for new archival institutions. 

The National Archival Records Commission should be created without 
delay. The need for it is clear. We consider that the Commission, while retain- 
ing its independence, should be administratively associated with the Cana- 
dian Heritage Council. Its national objectives are consistent with the role in 
the promotion of heritage interests nationally which we propose for the Cana- 
dian Heritage Council, and the separation of the wider interests of the Com- 
mission from the ongoing activities of the Public Archives of Canada would be 
emphasized by such an arrangement. The Commission would then bear the 
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same relationship to the Canadian Heritage Council as that previously recom- 
mended for the Canadian Cultural Property Export Review Board. Through 
direct or indirect representation on the Commission, archivists caring for pro- 
vincial, corporate and Public Archives collections will be able to set standards 
for the effective preservation of historical records and ensure their future use. 


29. The Public Archives Act should be revised, following con- 
sultations with provincial and private sector archivists, to 
reflect national needs of archival institutions throughout 
Canada. 


30. A National Archival Records Commission, to be responsible 
for the coordination and encouragement of programs 
devoted to the preservation and use of historical records in 
the care of archives throughout Canada, should be 
established as an independent body associated with the 
Canadian Heritage Council for administrative purposes. The 
cost of carrying out the national objectives of the National 
Archival Records Commission should be included in 
parliamentary appropriations provided for the Canadian 
Heritage Council. 


We have considered some of the specific future needs of the Public Ar- 
chives of Canada and are entirely sympathetic to the view that the Archives 
and the National Library, which at present share one building, should have 
separate but closely connected accommodation. The present building was 
designed in the late 1950s but completed only in 1966, when the combined 
full-time staff of the two institutions was just under 450. It is already too 
small. In 1982-83 the authorized combined establishment totals nearly 1,300 
and some units of the National Library are located elsewhere. In addition, the 
collections of both institutions have grown enormously in the past 15 years 
and will continue to do so. Indeed, the recommendations of this Committee, 
which propose the transfer to the Public Archives of the National Film Board 
film archives and the Canadian Broadcasting Corporation sound and video ar- 
chives, would increase the space requirements of the Archives considerably. 
However, the arrangement which provides common services to both institu- 
tions is sensible and should continue, since this is evidently acceptable to the 
Treasury Board as well as to the Public Archives and the National Library. 

In pursuit of their individual responsibilities, the Public Archives and 
the National Library have created certain overlapping areas in their respec- 
tive collections. Clarification and direction are needed about which of the in- 
stitutions is primarily responsible for collections of music, maps and literary 
papers, in particular. We urge the Minister of Communications to resolve the 
conflicting and disruptive claims about these collections without delay. 
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The National Library of Canada 

The National Library, a federal heritage institution, was formally set up in 
1953 as a prompt response by the federal government to an urgent recom- 
mendation in the Massey-Lévesque Report. It is responsible for the collection 
of “library matter of every kind, nature and description... published by a 
publisher” relating to Canada. Canadian publishers are required to deposit 
copies of their books with the Library. Various services are provided to the 
government and people of Canada, including the compilation and 
maintenance of a national union catalogue of the holdings of major Canadian 
libraries and the preparation and publication of Canadiana, a national 
bibliography of books by, about or of interest to Canadians or produced here. 
The Canadian Library Association summarized the function of the National 
Library for us: “The National Library is, essentially, a library for libraries and 
its current budget of $17 million represents, for all intents and purposes, in- 
direct aid to libraries by way of services rendered.” 

In its relatively short existence the National Library has accumulated 
about three million volumes. It has a number of specialized unique holdings, 
notably its collection of Canadian newspapers, official publications, music, 
theses and rare Canadian books and manuscripts. It promotes Canadian 
books abroad in small exhibitions and by participation in book fairs and 
cultural exchanges. International scholars as well as Canadians benefit from 
the availability of National Library bibliographic materials through computer 
access and microfilm. 

The National Library, like the Public Archives, is for most purposes a 
department of government, and the National Librarian also reports to the 
Minister of Communications. The National Librarian is assisted in the 
development of library policies and plans by the National Library Advisory 
Board, which includes representatives of relevant federal agencies and out- 
side interests including at least five professional librarians. 

The composition of the National Library Advisory Board has been con- 
sidered by the Canadian Library Association. In the Association’s formal 
response to the paper on the future role and priorities of the Library, it recom- 
mended that the National Library Advisory Board be reconstituted to “serve 
as a useful body for monitoring developments in the National Library and in- 
formation network.” The Canadian Library Association suggested that the Ad- 
visory Board should closely represent the nongovernmental consumers of 
National Library services and the learned and professional societies. This 
valid concern was expressed by an Association which has 4,072 individual 
members and 964 institutional members representing libraries of all kinds 
and sizes in Canada. The suggestions it makes deserve close consideration, 
and we support them. 

In December 1979, the National Library released a public report to its 
minister about the future of the National Library based on an intensive 
review process. In it the National Library made a major proposal for the 
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establishment of a national decentralized bibliographic and communications 
network to link the existing bibliographic databases of libraries across 
Canada, thus improving both information about the availability of books and 
access to them by library users. By the fall of 1981, the cabinet approved a 
pilot study on the implementation of the bibliographic network. The leader- 
ship of the National Library in this network approach to sharing library 
resources is uncontested. The brief from the National Librarian told us that 
four task force groups “consisting of experts from all parts of Canada” have 
been appointed to help the National Library develop various detailed aspects 
of the proposal. The National Library Advisory Board has also appointed two 
committees to participate directly in planning the bibliographic and resource- 
Sharing network. 

While not officially represented in this consultative process, the point of 
view expressed by the Canadian Library Association on most fundamental 
questions relating to the development of the bibliographic network has been 
taken into consideration through formal and informal representations. This 
broad consultation should ensure that the National Library proposals are 
translated into truly cooperative and acceptable library procedures relevant 
to the needs of library users. The National Library is obviously alert to the 
rapid, ever-changing refinements to the data systems which can make our 
printed heritage more accessible to all Canadians and to interested persons in 
other countries. 

Postgraduate training is more generally available for librarians than it 
is for archival and museum management. However, the National Library 
reminded us that the extremely fragile nature of the heritage material for 
which it is responsible calls for specialized care. “The most significant pro- 
blem in implementing any sort of a national preservation program in Canada 
is the dearth of trained conservators and binders in the country.” Here surely 
is an opportunity for the community colleges of Canada to train young Cana- 
dians for a specialized, rewarding and uncrowded profession. There is a fur- 
ther urgent need for research in paper chemistry and other preservation 
methods for application in libraries as in the archives and museums. 


Canadian Institute for Historical Microreproductions 

The crucial task of preserving printed heritage material is also being under- 
taken on microfilm. In 1979 with funding for an initial five-year period, first 
from the Canada Council, then from the Social Sciences and Humanities 
Research Council, the Canadian Institute for Historical Microreproductions 
was set up as an independent, nonprofit corporation. Its objectives are to im- 
prove access to and ensure preservation of Canadiana printed before 1900 
located in Canada and elsewhere. 

The National Library has cooperated fully with the Institute and 
benefits directly from its work through receipt of the master copies of its 
microfilms. The Canadian Institute for Historical Microreproductions could in 
future form the nucleus of a national preservation program coordinated by 
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the Canadian Heritage Council. The Institute is performing a vital conserva- 
tion job which will benefit Canadian and foreign researchers for years to 
come. It should continue to receive federal assistance to fulfil its patently im- 
portant objectives. 


New Heritage Institutions 


We have already commented about those areas of Canadian creative 
endeavour or of special heritage value which are underrepresented in existing 
Canadian collections. Some of these will require the development of an entire- 
ly new institution. For example, there has been a rich blossoming of visual 
and applied arts in Canada over the last 30 years, but at the national level 
only the Art Bank of the Canada Council has been able to respond to this in- 
terest in any sustained way. The existing national museums, with their very 
broad mandates, have been unable to devote necessary and adequate space, 
time and money to these creations of our contemporary heritage. 

Like a number of other countries, Canada should have an institution 
capable of demonstrating to ourselves and the world at large the richness, 
variety and vitality of our present-day visual and applied arts. A further 
discussion and our recommendations on this matter appear in Chapter 5. 

While the National Museum of Man has collections of an historical 
nature, it is not primarily a history museum. There are many missing 
elements, and we wish to draw attention to one of them in particular. Canada 
is geographically defined by three oceans and boasts that it stretches from 
sea to sea, yet we have no federal maritime museums to display our nautical 
heritage or to document the livelihood Canadians have for many generations 
derived from the sea. 

There are other needs in the natural heritage field which will also re- 
quire new institutions or new administrative arrangements. Canada still does 
not have the national aquaria, arboreta or zoological and botanical gardens 
urged by the Massey-Lévesque Commission. In fact, the conservation, 
documentation and exhibition of Canada’s “natural” past are still beset by 
countless problems. 

Some of these problems stem from too narrow an understanding of 
what constitutes our heritage. Too often we have restricted our definition to 
those things which people have made. The federal government has tended to 
separate the natural from the man-made, so that an institution specializing in 
the preservation, research and display of the natural habitat, such as a park 
or botanical garden, has not been considered a museum or a custodial in- 
stitution, and has received different treatment. The most extreme case, as 
noted above, is the administrative separation of historic and natural parks 
from the national museums. Our national heritage does include the works of 
nature, and despite an evident preoccupation with our man-made heritage, 
we must have access to this vital natural component of our lives. 
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The heritage significance of heraldry, the study of armorial insignia, 
was put before us in a brief from the Heraldry Society of Canada. All levels of 
government, institutions of all kinds and individuals in Canada have petition- 
ed for and received grants of arms from authorities overseas which include 
emblematic references to the historical traditions, geographical position and 
community aspirations of the bearer and which, therefore, have become 
distinctively Canadian in motif. We were told that ‘Canadian heraldry is now 
a living reality, in daily use across the land,” yet Canada is not yet autono- 
mous in heraldry. 

The Committee agrees that it is consistent with this Canadian heraldic 
tradition that the authority which grants permission to use these emblems, 
Officially registers them and later regulates their use, should be located in 
Canada, independent of, but cooperating with, heraldic authorities in other 
countries. 

Canadian artists should be employed to prepare the unique and ap- 
propriate designs for the arms, flags, badges and insignia to be authorized by 
a Canadian Heraldic Authority. Such an authority would in all likelinood be 
self-sustaining; it might be suitably associated for administrative purposes 
with the Chancellery of Canadian Orders and Decorations of the office of the 
Governor General. 


31. In addition to establishing a Canadian Heritage Council 
(Recommendation 15) the federal government should give 
consideration to setting up other federal heritage institu- 
tions such as maritime museums, a national aquarium, 
arboretum, zoological garden and botanical garden. The 
proposed Canadian Heritage Council should be called upon 
to give advice about the establishment of these long- 
awaited heritage institutions. 


A Canadian Heritage Council 

At the beginning of this chapter we recommended that there be established a 
visible champion of heritage interests in Canada. This is the single most im- 
portant recommendation we have to make about the future management of 
Canada’s national heritage. 

Federal heritage policy extends beyond the activities of federal 
custodial institutions. The 1972 National Museum Policy of democratization 
and decentralization emphasized the necessity for national programs and 
services throughout Canada. That this support to the nonprofit Canadian 
museums and collections has been very helpful is clearly evident. Not only 
have these custodial institutions been able to improve their conservation and 
display techniques, but they have also been able to expand their services. 
Furthermore, the federal initiative encouraged similar provincial actions and 
ensured that our national heritage has received more public attention than 
ever before. 
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Yet these creative and innovative federal programs have also demon- 
strated all too clearly how much more remains to be done. As the National 
Museums of Canada candidly admits, many of its projected programs were 
ahead of their time, founded as they were on an overly optimistic assessment 
of the capacity of Canadian museums to make full use of them. Slowly the 
corporation has been forced to recognize that even our largest and richest 
museums urgently need support simply to maintain a minimum standard of 
care for their collections. In many instances heritage research, collection and 
preservation activities are not being carried out simply for lack of funds. 

While this Committee believes that additional funds are certainly 
necessary to rectify this situation, we are also convinced that another part of 
the problem is one of attitude. As we said earlier, heritage matters are too 
often simply forgotten. They have no profile. Often they are not even iden- 
tified for what they are, nor is their significance made clear. The National 
Museums of Canada, within its powers, has tried to promote such recogni- 
tion but it was abundantly evident to us that there must be a new initiative 
to give wider recognition to the importance of our heritage. 

At the same time, there is also a need for a separation of functions 
within the corporation and a need to correct what has, essentially, amounted 
to a conflict of interest caused by the present administrative arrangements 
which attempt to combine the four national museums with the National 
Programmes. 

To address this problem we have recommended that the operational 
section of the corporation — that is, the four national museums and the 
Mobile Exhibits — be separated from the national service activities, the 
Museum Assistance Programmes, the National Inventory and the Canadian 
Conservation Institute. However, these components of the National Program- 
mes are of vital importance. It is natural, appropriate and correct that they 
become the core functions of the proposed Canadian Heritage Council and we 
have earlier shown how they might operate within that organization. 

We see the Canadian Heritage Council as an agency with a broad man- 
date, unencumbered by operating functions, and serving as a focal point for a 
renewed federal effort to provide the Canadian people with the maximum op- 
portunities for the understanding and enjoyment of the Canadian heritage. In 
addition to those elements of the National Programmes transferred from the 
National Museums of Canada, it should encourage training and assist volun- 
tary heritage associations. The Council, although not having operating func- 
tions, would nevertheless be actively involved in promoting and encouraging 
institutions and individuals to collect, conserve, research and display heritage 
materials. 

The exact structure of the new Canadian Heritage Council will be deter- 
mined by others. The Council will inevitably be called on to make many ob- 
jective decisions on standards of quality and other sensitive matters in the 
course of its duties. We consider the Canadian Heritage Council should 
therefore be an incorporated agency and should be given the appropriate ad- 
ministrative independence to carry out its responsibilities. 
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32. The proposed Canadian Heritage Council should be given 
independent authority for staffing and be otherwise con- 
stituted to be able to operate with the maximum 
autonomy feasible for an arm’s-length agency. 


The Canadian Heritage Council as an Intermediary 

The nature of heritage is such that many government departments not only 
will, but should, maintain activities in this field. It does not seem practical or 
desirable to unite all such activities in one institution, for heritage interests 
are often very closely tied to particular organizations — the collection of Cana- 
dian coins with the Bank of Canada, or the Postal Museum with Canada Post, 
for example. However, communication about heritage activities among 
departments and agencies is vital, if only to avoid duplications or omissions. 
Furthermore, a central repository of information on heritage activities would 
be most useful. 

We frequently heard of the need for more and improved consultation 
among various levels of government. The director of the Norman Mackenzie 
Art Gallery in Regina maintained that continued lack of federal-provincial con- 
sultation in establishing various guidelines, funding programs and grant 
criteria, and lack of federal-provincial consultation with the custodial institu- 
tions, often leaves those institutions falling between the boards, unable to 
meet the expectations of one funding agency because of the stance of 
another. 

While many heritage bodies are anxious to obtain a greater proportion 
of their funding from individual and corporate donors, there is considerable 
uncertainty about how or whether this can be done. At the same time, 
private donors might be more willing to contribute to heritage activities if 
they could obtain more information about aspects which interest them. 


33. The proposed Canadian Heritage Council should promote 
liaison among various federal departments and agencies 
involved in heritage, among all levels of government and 
between government and the private sector. 


The Central Position of Heritage in Cultural Policies 


Our heritage, our past, is also part of our present. Without widespread 
knowledge of what has gone before, without the transmission of knowledge 
from one generation to another, contemporary creation would be rootless. In 
this chapter we have called for a change in the general direction of federal 
policy in heritage matters and have recommended the major organizational 
changes needed to bring about this result. We believe these changes to be 
realistic ones likely to have a positive effect. 
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To summarize our previous recommendations about the respon- 
sibilities of the Canadian Heritage Council as we envisage them, it should 


. provide assistance to non-federal galleries, museums, archives and 
parks; 

° encourage and sustain conservation, research and inventory 
programs; 

: assist the Heritage Canada Foundation and other deserving national 
heritage associations; 

‘ offer administrative and financial support for the operation of the 


Canadian Cultural Property Export Review Board and the proposed 
National Archival Records Commission. 


. promote liaison among government and nongovernment bodies con- 
cerned with our national heritage; and 

° stimulate and operate programs designed to increase interest in 
heritage resources in order to heighten and widen their enjoyment 
by the public. 


But structural change is only part, perhaps only a small part, of what is 
needed if Canadians are to have the opportunity to truly appreciate their own 
patrimony. What is needed most of all is a change of attitude on the part of 
governments, a new recognition of the central place that heritage must have 
in cultural policy. The new structures and institutions we have recommended 
can themselves play a major part in achieving this. 

As one of our intervenors succinctly put it, our heritage collections are 
“among the principal deposits of whatever we know, the sources of all our 
judgments, of our intellectual and spiritual vitality and our ability to adapt 
and renew.” When these truths are fully understood and acted upon by 
governments at all levels, heritage policy will have the best of foundations. 
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Contemporary Visual 
and Applied Arts 


This chapter embraces both visual and applied arts — in the former, painting, 
drawing, sculpture, printmaking, photography and such newer forms as con- 
ceptual, computer and performance art; and in the latter, crafts, graphic, in- 
terior and industrial design, architecture and urban and landscape design. 

It is customary to separate visual creative work into these two catego- 
ries. Certainly the distinction has been embedded in government thinking, 
since policies or programs for visual artists are usually separated from those 
for applied artists. The Committee is aware that there is overlap between the 
two categories and that no listing of activity under any one of the headings is 
finite, complete or constant. We therefore begin by discussing some broad 
issues which the visual and applied arts share with each other before pro- 
ceeding to separate issues and our recommendations for federal government 
policy. 

The visual and applied arts provide a striking example of the pervasive 
influence that artists have on the quality of our daily lives. Most of us are 
familiar with the impact that an admired painting, print or sculpture makes 
on our enjoyment of a living or working space. In the same way, the skill and 
sensitivity which the designers of our homes, offices, shops, parks, furniture, 
glassware and cutlery can express also affect our response to our environ- 
ment. Throughout our lives it is possible to stimulate, awaken and educate 
our aesthetic appreciation of our surroundings. Our broad contention as a 
Committee is that a public concerned about the quality of the physical en- 
vironment will be more likely to foster artistic and intellectual activity of all 
kinds. Visual and applied artists can play a leading role in this process but to 
do so entails lowering barriers between visual and applied artists and the 
public. It also entails, to some extent, lowering barriers which exist between 
visual artists and applied artists themselves — for example, between painters 
and graphic designers, sculptors and architects, printmakers and crafts- 
workers. In pursuing this goal, society can look to government for specific 
kinds of support and encouragement. 
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Providing the Environment 

Government interacts with the various arts disciplines and cultural industries 
in a variety of ways. In some instances, such as the performing arts, support 
comes in the form of direct subsidies to companies to defray their annual 
operating costs. In film, in addition to appropriations to film agencies, govern- 
ment assistance takes the form of tax expenditures related to investment in 
particular projects. In broadcasting, the federal government exercises a 
regulatory role governing the conditions under which the whole industry 
operates. In the visual and applied arts, government involvement takes 
numerous, different forms at virtually every level of activity. Sometimes these 
interventions are complementary, and sometimes they overlap or even con- 
tradict each other. Without a doubt government possesses a profound ability 
to improve, influence and provide an environment in which creative work in 
the visual and applied arts is encouraged and made accessible to the public. 
The array of instruments available for government in supporting the visual 
and applied arts include the following: 


: Assisting individual creativity through grants, copyright legislation, 
tax legislation, artist-in-residence programs, artist-run centres, and 
national or regional service organizations for artists; 

‘ Obtaining both sales and display of artists’ work through govern- 
ment purchases and government commissions; 

. Inducing private purchases and commissions through marketing 
schemes and fiscal measures for collectors; 

. Assisting public appreciation of the visual and applied arts through 
the collections and exhibitions of public galleries, through marketing 
schemes, community arts, critical writing and publication, and 
education; 

. Assisting in artists’ training. 


In Canada, many of these government programs for visual and applied 
artists are already in place. Some of them work well; others do not. Certainly 
there is much more that can and ought to be done by government. 


The Contemporary Visual Arts 


Contemporary Canadian visual art is building a worldwide reputation for in- 
novation, variety and excellence. When the Massey-Lévesque Report was 
written in 1951, Canada’s international reputation in the visual arts rested 
primarily on painting. Artists such as Emily Carr, Maurice Cullen, Marc-Auréle 
Fortin, Clarence Gagnon, David Milne, James Wilson Morrice, Tom Thomson, 
the Group of Seven and the ‘war artists,” who were commissioned by the 
Canadian government to interpret the drama and tragedy of the Second 
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World War, were becoming known throughout Canada and abroad. In the 
years following the Massey-Lévesque Report, outstanding new painters have 
continued the tradition of Canadian painting. The surrealists and 
Automatistes in Montreal and groups like Painters Eleven in Toronto and the 
Regina Five have all exercised considerable influence on the contemporary 
Canadian art scene. 

During the 1960s, visual art in Canada became more diversified, less 
dominated by the medium of painting. Sculpture and printmaking became in- 
creasingly important; photography established itself as a major art form; new 
work began in video, conceptual, computer and performance art. Today 
some of our visual artists, in both the traditional and innovative forms, are of 
international calibre and participate in major exhibitions in the world’s art 
Capitals. 

There has been a parallel growth in the development of structures and 
institutions to support the visual arts. In the 1950s there were only two 
visual arts periodicals, Canadian Art (now artscanada) and Arts et pensée 
(now Vie des arts); today there are at least 15, each with its own editorial ap- 
proach and artistic philosophy. There is an increase in the number of visual 
arts departments at the post-secondary education level. There are public and 
commercial art galleries all across the country. Funding bodies — federal, pro- 
vincial, municipal and private — supporting the visual arts have all been 
established. 

Thus, thanks to the creativity of our artists, the response of a growing 
audience, and the presence of necessary support structures, the visual arts 
field has experienced dynamic growth since the 1950s. However, as many in- 
tervenors told us during the public hearings phase of our work, difficulties re- 
main in the relationship between our contemporary visual artists and the 
Canadian public. Although Canada’s visual artists have produced fine works 
which have become known abroad, far too few of these are known to Cana- 
dians. It seems to us self-evident that a concerted effort is required to 
ameliorate this unhappy state of affairs. As a Toronto art dealer told us, “‘con- 
temporary art is often both difficult and demanding; and unfortunately the 
general public may often find its meaning, let alone its significance, next to in- 
comprehensible.” Indeed, it would be unrealistic and probably undesirable, 
given the critical function of the arts, to expect universal admiration. But the 
consequence of the present gulf in understanding is a regrettable loss of 
public appreciation for the achievements of our artists. 

To narrow this gulf, a long-term combined effort of reaching out to the 
public is required on the part of artists and their intermediaries — the public 
and private galleries, the education system, the art historians and art critics. 
This effort is one in which the federal government must invest more 
resources on behalf of the Canadian people. The remainder of this section on 
contemporary visual art is therefore devoted to a discussion about 
strengthening links between artists and the public. 
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Public Purchasing and Exhibition 

Like many Western industrialized countries in the last 20 years, Canada has 
witnessed a major expansion of the market for contemporary art. To a 
greater extent than ever before, private individuals and corporations have 
begun to purchase art for pleasure or investment, or both. And as Canadians 
have become more aware of Canadian art, its vibrancy and variety of style, 
the market for contemporary Canadian art has also expanded. 

The visual arts marketplace has two components — private and public. 
Public art-purchasing bodies make an important contribution in the art 
market for both the artist and the private gallery from which work is often 
bought. Moreover, when work is purchased by a public gallery or other 
government body, it will be more likely to become available for public view- 
ing. Key roles in the purchasing and exhibition of contemporary Canadian art 
can be played by federal, provincial and municipal governments. 

Canada now has about 140 public galleries and museums which col- 
lect, conserve and exhibit contemporary Canadian art. These include universi- 
ty galleries, galleries owned by municipalities large and small, National Ex- 
hibition Centres associated with the National Museums of Canada, as well as 
major provincial institutions. Attendance at exhibitions is high. According to 
the Council for Business and the Arts in Canada, attendance at the 32 major 
public galleries across Canada in 1981-82 totaled some 4.6 million. Gallery 
publications, catalogues and reproductions have a significant buying public 
which could be enlarged even further. Gallery education and extension ser- 
vices further contribute to public awareness and appreciation of contem- 
porary art. Many other organizations, including community arts and cultural 
centres, also exhibit contemporary art. Such a substantial infrastructure re- 
quires a considerable investment of public and private resources. 

Public gallery funds generally come from all three levels of government 
and from private sources. Federal support for the specific purpose of funding 
exhibitions of contemporary Canadian art comes mainly from the Canada 
Council: in 1981 the Canada Council provided about $2 million for this pur- 
pose, over and above its grants to artist-run centres. The National Museums’ 
exhibition assistance program also helps with traveling exhibits and research. 

Because of recent budget constraints, established institutions have 
tended to instal prestigious international exhibitions of popular periods in 
foreign art in order to attract larger numbers of visitors. This practice is not 
without its detractors, who argue that more public space, not less, should be 
devoted to Canadian art. We recognize the undeniable importance and value 
of exhibitions of art from other countries, indeed of artistic exchanges of all 
kinds between nations. Moreover, we do not believe that the federal govern- 
ment or its agencies should attempt to direct gallery programming through 
the imposition of content quotas. However, we do recommend that: 


34. The federal government, through its cultural agencies, 
should increase the funds available to public art galleries 
for the purpose of exhibiting contemporary Canadian art. 
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Certain federal departments have been buying Canadian art for some 
time. With the establishment in 1972 of the Canada Council Art Bank, the 
direct purchase of art by the federal government soared. The Art Bank was 
praised by many of those who came before our Committee and has been a 
model for similar initiatives by other countries and jurisdictions. Its opera- 
tions are fairly simple: it buys works of art from living Canadian artists and 
rents them to federal departments and agencies, as well as to provincial and 
municipal governments and not-for-profit organizations. Under a modest 
purchase-assistance program, it also provides matching funds to public 
galleries for the acquisition of contemporary Canadian art. The Art Bank has 
also assumed a number of museological functions. From time to time it 
mounts traveling exhibitions and it has established a small gallery with 
limited public viewing hours. Between 1972 and 1981, the Art Bank spent 
well over $6.4 million on some 10,000 works by more than 1,000 artists. 
These works included 5,000 prints, 2,800 works on paper (such as 
photographs and drawings), 1,500 paintings and over 700 sculptures. 

We commend the Canada Council Art Bank as a body whose program 
is consistent with the principles we would see embodied in a federal policy 
for the visual arts. But it is difficult to assess how successful the Art Bank has 
been in influencing the public to buy or even to appreciate contemporary 
Canadian art. Because the federal government is the Art Bank’s main client, 
most of the collection can be seen only in the National Capital Region and 
usually only in government offices. On the other hand, the Art Bank does not 
appear to have harmed the commercial gallery system, as was feared initial- 
ly, since most of its purchases are made through dealers. The Art Bank’s pur- 
chase scheme for public galleries is beneficial; it should be expanded as the 
allocation of Canada Council funds permits. We also favour some rationaliza- 
tion of the Art Bank’s museological activities and its jury composition and 
selection procedures. During our public hearings we heard many concerns 
expressed about these latter operations in particular, which we discuss under 
the Canada Council heading later in this chapter. 

In 1964 the federal government decided that the Department of Public 
Works, under its Fine Arts Program, should allocate 1 per cent of the federal 
building construction budget to commission art for government buildings. 
Until the Fine Arts Program (called the “1% program”) was suspended in- 
definitely in 1978, 235 works of art costing $3.7 million had been incor- 
porated into government structures. If considered over the 14-year life of the 
program, the figure is not large. Yet when the program was suspended, the 
reason given was overall cutbacks in government spending. There were other 
difficulties with the program. Some of the artwork was highly criticized by the 
public, often because the work was not integrated with the building and its 
surroundings or understood by the local community. We shall have more to 
say about this program and the use of works of art in federal government 
buildings later in this chapter under the heading “The Federal Government as 
Client.” 
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For over 100 years, the National Gallery of Canada has collected Cana- 
dian art. Nonetheless, for many Canadians and for the members of this Com- 
mittee, the National Gallery’s collection and efforts on behalf of contemporary 
Canadian art have been disappointing. Thirty years ago, the Massey-Léves- 
que Commission wrote that the National Gallery’s problems were serious, 
and many of those who made submissions to our Committee just last year 
argued that government neglect of the National Gallery has continued. In re- 
cent years purchase funds for the Gallery’s contemporary collection have 
dwindled. The Gallery has been prevented from being a national showcase 
and champion of Canadian art because of the low priority and inadequate 
resources provided by successive federal governments. The unintended 
result of this continuing federal indifference is that the right of present and 
future generations of Canadians, and people of other countries, to know our 
visual arts is seriously compromised. Some would say it approaches a na- 
tional shame. 

Other collections of contemporary Canadian art within the federal 
government are in the possession of the Department of Indian and Northern 
Affairs, the Department of External Affairs and the Department of Transport. 
These, too, are all valuable collections and warrant a more concerted effort to 
make them accessible to a wider public. 

Difficulties of the magnitude we have been describing in federal policy 
towards the contemporary visual arts persuade us that a wholly new attitude 
and approach are required on the part of the federal government. Although 
we are delighted that the present government has committed itself to 
building a new National Gallery in Ottawa, we believe strongly that a 
separate and parallel commitment must be made to the contemporary visual 
arts. Because the National Gallery is responsible for maintaining and collec- 
ting art from many different historical periods, contemporary art will con- 
tinue to receive emphasis and attention as only one part of the Gallery’s col- 
lection. The Gallery will continue to bear a broad responsibility for the arts of 
the past. We therefore recommend that: 


35. The Government of Canada should establish a Contem- 
porary Arts Centre, with the same status as its four na- 
tional museums, dedicated exclusively to the collection, 
exhibition, touring, promotion and development of contem- 
porary visual art in Canada. 


Contemporary arts centres or galleries exist in many countries, an in- 
dication of the vitality and social importance of visual art in the 20th century. 
The Contemporary Arts Centre we propose would work with all related visual 
arts institutions in Canada, complementing and strengthening the efforts of 
all to make visual art a more vital presence in our lives. 

It is essential that the Centre’s collections and exhibitions include all 
areas of contemporary creativity, whether in traditional forms of painting, 
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sculpture and works on paper, minimal or process artwork, conceptual or 
performance art, or new work in photography and in the applied arts of 
crafts, design and architecture. Appropriate federal collections of contem- 
porary Canadian art would become part of its collection. For example, incor- 
porating into the Centre’s collection the National Collection of Contemporary 
Indian Art gathered by the National Museum of Man would remove the un- 
fortunate and unnecessary connotation that works of contemporary Native 
art are understood best as artifacts and, somehow, are neither contemporary 
nor art. The Centre could also incorporate into its collection certain parts of 
the Canada Council Art Bank collection not required for rental purposes as 
well as that of the National Film Board’s Still Photo Division and the National 
Capital Commission's sculpture installations. Above all, the Centre would pur- 
sue a vigorous program of buying outstanding contemporary works. This art 
would be primarily Canadian, but because visual artists today work within an 
international context, non-Canadian works should be sought out as well. 

The Contemporary Arts Centre would be far more than a static collec- 
tion of art housed in a single location. It would be a dynamic source for 
disseminating and promoting the work of Canada’s leading contemporary ar- 
tists. The Centre would conduct a lively touring program whose exhibitions 
would be adventurous and far-ranging. 

In its development assistance role, the Centre would organize and fund 
exchanges of art and artists between different regions of Canada and be- 
tween Canada and other countries. The Centre would work in cooperation 
with the network of artist-run centres across the country. There would be 
research and publication activities and a substantial distribution program of 
reproductions on paper and slides to teachers, artists, critics and the general 
public. 


Artists’ Centres 

One of the outstanding visual arts activities in the last 10 years has been the 
development of a network of some 35 centres, originally called “parallel 
galleries” or ‘alternate spaces,” run by artists themselves. These centres are 
small, flexible organizations which concentrate on exhibiting the work of in- 
novative and experimental artists and those who have not yet established a 
reputation. They sponsor productions and exhibitions in all forms of contem- 
porary visual art: media art (such as video and audio art), experimental film, 
artists’ books and periodicals and performance art. The application of new 
technologies has been of particular interest to them. What distinguishes 
these galleries from the more established institutions (many of which also 
have diverse programming) is the fact that they are managed, for the most 
part, by artists and that their top priority is to serve the contemporary arts 
community and the practising artist. One might add that they are also 
characterized by poverty: they attract little or no corporate or private fun- 
ding and they must rely on the support of government bodies, primarily the 
Canada Council. With two or three notable exceptions, provincial funding has 
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been meagre. Although much of their programming does not have wide 
public appeal, their umbrella organization, the Association of National Non- 
Profit Artists’ Centres, estimates that their total audience for 1980 was 
280,000. 

Experimentation is essential to any art form and the contribution of ar- 
tists’ centres in this field has been significant. In fact, much of the interna- 
tional recognition enjoyed by Canadian video and performance artists is due 
to their efforts. The centres have also played a part in promoting public 
awareness of contemporary art. 

This Committee believes that it is important to maintain this means of 
linking the work of our experimental artists with the public. We are concern: 
ed, however, about the precariously small financial base on which these cen- 
tres must build their programs. Total dependence on government support is 
one answer, but we hope other appropriate solutions to the funding problem 
will be found. 


Private Galleries and Collectors 

Although accurate figures about the Canadian art market are not available, 
the growth in the number of commercial art galleries provides evidence that 
there has been an important increase in the ranks of private collectors in re- 
cent years. Each of Canada’s large urban centres now supports 20 or more 
private galleries devoted to visual art. As a whole there are approximately 
350 private galleries throughout the country — three times more than 20 
years ago. Clients include individual, institutional and corporate collectors. 
Another trend of recent years has been the decision by large and medium- 
sized corporations to invest in the visual arts, both contemporary and 
historical, both Canadian and non-Canadian. 

Until recently, corporate collecting was encouraged by a tax deprecia- 
tion allowance which permitted such purchases to be written off against tax- 
able income at the rate of 20 per cent a year. The November 1981 federal 
budget removed the tax depreciation allowance, rightly noting that antiques 
and visual art possessions do not generally depreciate in value. Removing the 
depreciation allowance also closed a loophole in the government’s tax laws 
by which some corporations sold artwork from the corporate collection to ex- 
ecutives at a nominal cost after the artwork had been fully depreciated. The 
November 1981 federal budget did permit a depreciation allowance for only 
the first purchase of visual art by living Canadian artists, presumably to pro- 
tect the market for such work. But the budget had an unforeseen effect. 
Many corporations cut off their purchases of works of art, including Canadian 
works that represented both first and subsequent sales of an artist’s work. 
The loss of corporate clients, who often bought not the first-sale work of ar- 
tists but the second-sale or resale work, also affected the artists’ ability to 
establish their pricing of future works. This has also adversely affected the 
ability of many galleries to make profits, which in turn makes possible their 
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promotion of new talent and their capacity to undertake risky and ex- 
perimental exhibitions. Of greater concern to us, however, is that many Cana- 
dian artists have been hurt by the lowering of the demand for their works. 

Purchase of art by corporations is an important element in the art 
market. Major corporate collections of Canadian art have been assembled in 
the past two decades from which all have benefited : the artists, the galleries, 
the corporations which have enhanced their premises, and the public, which 
has often been able to see such collections when they have been exhibited. 

The Department of Finance should find other ways of eliminating the 
loopholes which have properly concerned them and which have allowed 
some executives to purchase artworks at fictitious prices by, for example, re- 
quiring that the fair market value of the works so purchased be used in 
calculating income taxes. Devices of that kind would permit the reinstate- 
ment of helpful depreciation allowances for the purchase of artworks. 


36. The federal government should stimulate private demand 
for contemporary Canadian visual art through incentives to 
purchase and should apply special depreciation allowances 
to purchases of works of art by any Canadian artist, not 
just living Canadian artists, and to all transactions involving 

these works, not just initial purchases. 


Commercial galleries play a vital role as intermediaries between artists 
and collectors. They do not merely offer artwork for sale, they promote and 
encourage the careers of individual artists and expand the artist’s potential 
audience and market. It is difficult to know whether an artist receives more 
satisfaction from selling work to a public or to a private collector. Certainly 
there is a particular kind of recognition when a private collector begins to in- 
vest money in an artist’s work, especially if the artist’s reputation is just 
emerging. Private demand for a visual artist’s work also may exert influence 
on public demand. Many privately held works do find their way eventually to 
the public through exhibitions and donations to public galleries. 

During our public hearings, we heard from private art dealers about 
their difficulties in representing contemporary Canadian visual artists. We 
were told that Canada’s geography makes shipping costs prohibitive and 
limits interregional and international exchanges. We were also told that the 
Canadian public is exposed daily to mass-produced “art” objects offered as 
original artwork or as sound investments, when they actually have very 
limited aesthetic or economic value. An unregulated visual art market means 
that consumers, artists and serious dealers have very little protection against 
competition from the ersatz or misrepresented product. This is a particular 
problem in the once-flourishing market for original prints. All these factors, 
exacerbated by difficult economic circumstances at the time of writing, 
threaten artistic production and consumption by creating an unstable 
market environment in which private galleries must operate. 
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We believe that the federal government should remove its recently im- 
posed 9 per cent sales tax on original prints produced in Canada. The Excise 
Tax Act, which applies to manufactured objects, includes in that category 
original art prints. Some prints are indeed manufactured and should be taxed 
under this law, but there are acknowledged ways of distinguishing between 
these and handmade prints. Handmade prints should be exempted. These 
are prints produced directly by Canadian artists in their studios or by a print- 
shop under the direct supervision of the artist, in relatively limited editions of 
perhaps no more than 125. Some form of standardized print labeling would 
also help retailers and consumers to distinguish among the different types of 
prints and would provide an important service to enthusiastic collectors. 

With perhaps a few exceptions, neither the Canada Council nor the 
Department of Industry, Trade and Commerce have supported private 
galleries in the marketing of works of art. The Canada Council tends to con- 
sider such galleries too commercially oriented to be eligible for its programs, 
even when the galleries are involved in the distribution of contemporary 
Canadian art. The Department of Industry, Trade and Commerce, on the other 
hand, tends to deem galleries too risky, their terms of trade too precarious 
and their margin of profit too small, to be of interest. Commercial galleries do 
not qualify as other businesses do for export assistance. It is scarcely surpris- 
ing, therefore, that although commercial galleries regularly present work by 
foreign visual artists, they are seldom able to promote Canadian visual artists 
abroad. 

Some private galleries have, nevertheless, made an important contribu- 
tion to the advancement of contemporary Canadian visual art. It is certain 
that, given a reasonable degree of financial assistance, they could do con- 
siderably more. We believe the federal government should provide financial 
support to commercial visual arts galleries on the same principle that it sup- 
ports, for example, commercial book publishing through the Canada Council 
and the Department of Communications — namely, that the intermediaries 
(publisher or gallery) must themselves be healthy financially if either writer or 
artist and, for that matter, the public, are to benefit. 

Federal assistance, in our view, should not be given for the existing 
operating costs of private galleries. It should be given for special expen- 
ditures related to the promotion and marketing of contemporary Canadian 
visual art, exhibition of gallery artists (including new and emerging artists) in 
other regions of Canada and abroad, exchanges between galleries, and par- 
ticipation in commercial art fairs and international expositions. 

The implementation of such programs, including their terms of refer- 
ence, objectives and strategy, would require the collaboration of two 
organizations whose creation we recommend — the nongovernment market: 
ing and promotion organization proposed in Chapter 3 and the Contem- 
porary Arts Centre proposed earlier in this chapter. The first of these would be 
a repository of marketing expertise, charged not only with the task of 
heightening public awareness of the contemporary arts in Canada, but also 
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with devising marketing schemes in concert with the private sector. The se- 
cond of these, the Contemporary Arts Centre, would mount its own visual 
arts promotion activities in coordination with the activities of private 
galleries. Another agency playing a pivotal role in this connection would be 
the Canadian International Cultural Relations Agency proposed in Chapter 11. 
A particular responsibility of this body would be to assist private dealers in 
securing more exposure for Canadian artists in foreign galleries, public and 
private. Although the Canadian government cultural centres in Paris, Brussels 
and London and the 49th Parallel Gallery in New York (established by the 
Canadian consulate) are valuable showcases for Canadian art, it is also impor- 
tant to hold exhibitions in independent institutions. Foreign critics, curators 
and investors are often wary of “official” exhibitions. 


Public Information and Education 

Before an individual sets foot in an art gallery or makes a first purchase of an 
artwork, a process of awareness has already taken place which shapes some 
of that person’s perceptions and expectations of the visual arts. Contributing 
to individual awareness are the communications media and the education 
system. Newspapers, magazines, film, radio and television are influential in- 
termediaries between artists and the general public. The National Film Board, 
for example, has produced documentaries about Canadian visual art, and 
magazines such as Maclean’s, Perspectives, L’actualité and Saturday Night 
provide valuable coverage on occasion. However, the journalistic coverage of 
visual arts activity is simply not adequate in most parts of the country. A few 
critics on major daily newspapers provide excellent service for their readers 
and for the visual arts, but many more Canadian newspapers do not assign 
anyone at all to a specialized visual arts beat. Private radio and television are 
especially negligent in this regard; English and French CBC radio and provin- 
cial educational television do much better. Deep disappointment was ex- 
pressed to us in the coverage provided by CBC television. Apart from an occa- 
sional documentary, very little CBC television programming deals with the 
visual arts. Television is seen as having a particular responsibility in this area 
because television is an emphatically visual medium. 

Our particular concern is with the 15 or so specialized periodicals in the 
visual arts ranging from Vie des arts and artscanada to Photocommunique 
and Artswest. These publications have a central importance in their field as 
forums for discussion and debate about the work of our visual artists. In 
Chapter 7, “Writing, Publishing and Reading,” we state that periodicals 
should be given a higher priority within federal publishing policy. Although 
visual arts magazines would benefit greatly from the new measures we pro- 
pose, specialized magazines cannot appear frequently enough to provide full 
coverage of current events in Canadian visual art. A more desirable state of 
affairs would be one in which the mass communications media would pro- 
vide current events coverage for art. This would free visual arts periodicals to 
concentrate on providing a critical assessment of Canadian art and documen- 
ting its international context. 
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Art books are also a major contributor to public understanding and ap- 
preciation. Authors frequently experience difficulty in obtaining public fun- 
ding for the research and writing of such books, particularly if they are in- 
tended for the general public. Manuscripts of this kind cannot be neatly 
classified within existing grant programs for either scholars or artists. We 
hope the modification we propose in Chapter 7 for the Canada Council’s grant 
programs for writers, which would place nonfiction writers on the same 
footing as writers of works of fiction, will help to remedy this shortcoming. 

The importance of introducing schoolchildren to visual art in a lively 
and imaginative manner must be emphasized. Many intervenors before our 
Committee were extremely frank about art education programs in our 
schools and viewed them as pitifully inadequate, focusing as they do on 
teaching the techniques of art production rather than on expanding the im- 
aginations of our young people. We commend to provincial authorities, who 
are responsible for primary and secondary school education, the merits of 
such valuable programs as artists-in-the-schools and visits to artists’ studios. 
The programs of federal cultural agencies can also contribute to art education 
in various ways. They can, for example, support books and magazines which 
introduce the visual arts into schools. They can fund the production and 
distribution of visual art education materials, and support traveling exhibi- 
tions of art. We urge federal policy-makers to remain sensitive to all the 
educational benefits which may accrue from their cultural programs. 


The Well-Being of Visual and Applied Artists 


Few visual artists in Canada can live by the sale of their work alone. The same 
can be said of applied artists, especially those working in crafts areas or as 
freelance graphic artists and designers. A Department of Communications 
study, which excluded fine crafts and photography and was based on 1978 
information, showed that most full-time, independent professional artists in 
the visual arts field earn a gross income from their art of only $6,000 to 
$10,000 annually. The situation is even more critical for women artists, who 
constitute about one-third of the artists in the visual arts field. Half of the 
women artists surveyed in 1978 reported earnings from their art to be less 
than $2,200. Once production expenses are deducted, the net revenues from 
an artist’s earnings sink even lower. The income of many if not most of these 
artists classifies them as highly specialized working poor. A study carried out 
in 1980 for Canadian Artists’ Representation (Ontario) gives a vivid financial 
picture of the visual artist: low earnings that increase by only 6 per cent a 
year, production costs that increase by 20 per cent every year, high in- 
surance rates and great vulnerability to economic fluctuations — not to men- 
tion a lack of pension, workmen’s compensation and paid holidays. The same 
bleak facts hold for many applied artists. A 1978 survey by the Canadian 
Crafts Council reported an annual income of only $8,600 for full-time crafts- 
workers. 
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Not surprisingly, then, the financial well-being of artists was one of the 
issues most often raised during our public hearings. We do not consider this 
special pleading. It is true that artists choose their profession freely without 
much expectation of a large income. It is also true that they have other 
rewards, such as the satisfaction of expressing themselves and com- 
municating their values. Yet it is unfair for society to expect artists to sub- 
sidize the making of art with underpaid labour. We believe that less art, and 
less good art, is produced when artists lack financial compensation. And we 
are all the poorer for it. 

There is no simple solution to this problem. Government cannot simply 
provide each recognized artist with a salary or an enormous tax deduction. 
Such steps would be inequitable unless they were extended to all other disad- 
vantaged groups in society. However, government can and must pursue at- 
tempts to improve the professional climate for visual and applied artists. 
Grants to buy time for creation, reform in the copyright law and tax laws, 
more residencies, more assistance with training, and more support and 
recognition for community arts groups and national service organizations are 
some of the specific measures which can be taken by government to ease the 
economic restrictions hindering the making of art. 


Copyright 
Copyright legislation, which we discuss in more general terms in Chapter 3, 
provides the means for visual and applied artists to protect their professional 
integrity and the integrity of their work and to be recompensed for the use of 
their creations by the public. Although copyright law now confers controlling 
rights on the owners of works of “artistic craftsmanship,” the extent of actual 
protection afforded the visual and applied artist is unclear, as is the distinc- 
tion between works subject to copyright and those entitled to industrial 
design protection. Of special concern are the many “moral” rights of visual 
and applied artists — the attribution of artwork, control over use of an ar- 
tist’s name, and prevention of distortion and mutilation of an artist’s work. 
Moral rights belong to the artist, the creator. They cannot be reassigned to 
owners of artwork, and changes in the Copyright Act should also extend 
protection to forms of creative expression which, like video, use new media. 
Composers, authors and playwrights have an interest in producing 
many copies of their work. Not so the visual artist and, in some cases, not so 
the applied artist. For example, graphic artists and photographers who, as 
contract freelancers, sell their work to advertising firms or publishing houses 
seldom retain control over subsequent use of it. Certainly the maker of one-of- 
a-kind craftswork does not look kindly on another’s copy of that work. As a 
Canadian Artists’ Representation publication puts it: “the existence of a copy 
more likely than not represents an illegal act.” Visual artists and applied ar- 
tists have no inherent “rights” to collect fees for use in magazines, publica- 
tions, slides or films, unless they have negotiated and contracted those fees 
in advance. Persons who reproduce the visual artwork of another often do so 
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under the impression that such actions are justified because they provide ex- 
posure for artists. We urge all artists and their associations to monitor the 
area of artwork reproduction in order to obtain proper controls and com- 
pensation for the use of works of art. 

Because it is important to acknowledge the principle that artists should 
be properly recompensed for the public exhibition of their work, whether or 
not they still own the work, we also strongly favour exhibition rights for liv- 
ing Canadian visual artists. We are pleased that the 70 or so galleries, 
museums and artists’ centres receiving Canada Council funds to defray the 
costs of exhibiting work by contemporary Canadian artists must pay exhibi- 
tion fees under the conditions of the grant. Some provinces such as Ontario 
also have this funding requirement, and many university galleries, whether 
or not funded by the Council, also pay fees. We believe that the collecting and 
distributing of funds for public exhibition of works of art would justify the 
establishment of a mechanism operating on behalf of all Canadian artists and 
controlled by them. 


Taxation 

The capability of the income tax system to support artistic activity by the 
self-employed has certain limitations, as we have pointed out in Chapter 3. 
We believe that the few artists who have large incomes should be taxed ac- 
cording to the same regulations as any other citizen, and that grants to ar- 
tists should continue to be considered as taxable income. However, some 
aspects of the current tax laws and regulations should be changed. 

We are concerned about the tax laws applicable to artists who make 
charitable donations of their works. A collector — or the estate of a collector — 
can turn over an artwork to a designated institution and receive an exemp- 
tion of 100 per cent of its value, to be deducted from taxable income. But a 
visual or applied artist can only claim the cost of material that went into the 
work because the Department of National Revenue considers the artist to be 
giving inventory and business income, while it considers collectors to be 
giving capital. The taxation system should be adjusted so that visual and 
applied artists will receive equitable treatment in comparison with other tax- 
payers for the charitable donation of artwork (see Recommendation 12). 

Many materials and specialized tools have to be imported by Canadian 
artists, and import duties must be paid even if such materials are not 
manufactured in Canada and there is no competing Canadian supplier to be 
protected. We favour the removal of customs duties from imported artists’ 
materials, and also the removal of federal sales tax on all artists’ materials, as 
has been done for sculpting materials. For crafts materials, one solution pro- 
posed to us calls for the introduction of a class of sales tax licence to crafts 
professionals who hold provincial business licences. It was also suggested to 
us that wholesalers should be allowed to hold crafts materials tax free 
because most crafts professionals do not buy directly from manufacturers. 
These suggestions can be readily adapted to meet the needs of other visual 
and applied artists, too. 
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Financing 

Professionals in the applied and visual arts are not only artists; frequently 
they are also the managers of small businesses, and may be the sole 
employee of that business. Applied and visual artists need more business 
training. Even if they have acquired business acumen, they often experience 
difficulty in obtaining financing to start up or expand their businesses. The ar- 
tist’s primary collateral may be talent alone. Studies cited to us by the Nova 
Scotia Designer Craftsmen show that 90 per cent of the crafts professionals 
receiving development assistance through the Nova Scotia Rural Industries 
Program are still in operation on a sound financial basis after six or seven 
years. The Committee does not know of similar studies for other areas of the 
visual and applied arts. 

The federal government, through the Federal Business Development 
Bank, has programs for loans, venture capital and advisory seminars. 
Although these could be helpful to artists, the Bank’s programs are usually 
not oriented towards the particular problems of a one-person business. We 
believe that national service organizations of visual and applied artists have 
an important role to play in connecting their members to federal govern- 
ment services and in assisting the Federal Business Development Bank to 
adapt its policies to the needs of artists. 


Marketing 

Many applied artists, especially those in crafts, have difficulty marketing their 
products. Visual artists usually turn to private galleries for marketing once 
they have established a portfolio and exhibition record. There are far fewer 
private galleries marketing crafts. As a result, the public often finds crafts- 
work for sale at fairs, through crafts cooperatives and in small gift shops. 
Although fairs and cooperatives provide the public with an opportunity to 
see and purchase fine craftswork and enable crafts professionals to see the 
work of fellow professionals, they tend to be regional in nature — clearly a 
limitation on selling and viewing products. 

We urge governments to explore ways to assist crafts cooperatives 
and other artist-run cooperatives to open up potential markets outside their 
immediate areas. More government sponsorship of traveling crafts exhibi- 
tions is needed. 


Labeling 

Many of the materials used in visual and applied arts production are hazar- 
dous to health, yet there are no complete labeling requirements for such 
materials. There is a clear necessity to require the identification of hazardous 
contents. There are also other problems, we discovered, which arise directly 
from a lack of material labeling requirements. It is difficult to maintain quality 
control for production runs when the composition of materials used may 
vary from one purchase to the next. Another problem arises in exporting pro- 
ducts to another country if the materials used in the work cannot be 
specifically identified. And restoration and conservation are made much 
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more difficult when the material of which the artwork is composed is not 
known. 

The Canadian Crafts Council has established a hazardous materials ad- 
visory committee to Health and Welfare Canada. In its initial work, the com- 
mittee has prepared information sheets for studios and has initiated in- 
vestigations of possible hazards. The committee’s goal is to gather enough 
information so that the Department of Consumer and Corporate Affairs will 
be able to establish better labeling requirements. Canadian Artists’ Represen- 
tation has also been involved in tracing hazardous arts materials and alerting 
artists to their use. The Committee urges that the federal government 
establish and implement adequate labeling requirements on arts materials. 


Training in the Visual and Applied Arts 

The institutions providing training in the visual and applied arts are as varied 
as the field itself. The professional architect, landscape architect and urban 
planner qualify to practise their disciplines through university degree courses. 
Interior, industrial and graphic designers may also study in universities or 
colleges of design. Crafts professionals may be self-taught, or may learn 
through apprenticeship to master craftsworkers, or may spend a few months 
or several years at a technical school, community college or university. Many 
briefs and interventions called attention to the need for more consultation 
among professional artists’ organizations and educational institutions to 
establish standards. 

Although training in the visual arts was once the province of art 
schools and artists’ academies, some Canadian universities have also shown 
leadership in this field. A few universities maintain fine arts departments 
which employ professional artists. But in spite of these university initiatives, 
art schools outside the university structure in many provinces continue to 
play a vital and productive role in training visual artists. Although standards 
vary from institution to institution, community colleges and CEGEPs also offer 
courses and diplomas in the visual and applied arts. 

Despite the provincial governments’ current restrictions on educational 
spending, we yet express the hope that the importance of training for visual 
and applied artists will continue to be recognized, not only in the artists’ own 
disciplines but also in the vital area of business management. 

Apprenticeship to a master craftsworker is traditionally an important 
way for craftsworkers to develop their creative talent. Unfortunately, the time 
a master devotes to teaching and training an apprentice is time taken away 
from the master’s own art. And when training is completed, the apprentice 
usually leaves the master to set up independent production. 

We have come to believe that measures must be taken to ensure the 
training of young crafts professionals and that there should be incentives to 
master craftsworkers to enable them to take on apprentices without a loss 
of income. This concept would also be important where applicable to other 
visual and applied artists, such as printmakers, photographers and sculptors. 
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Residencies 

One of the most imaginative and socially valuable ways of providing income 
for visual and applied artists has been the artist-in-residence programs 
established by all levels of government. These residencies, enabling an artist 
to set up a studio in a university, community college, school, or a community 
outside a major urban centre, have many advantages. In addition to pro- 
viding income, residencies allow artists to continue producing art while in- 
teracting with schoolchildren, post-secondary students or members of the 
general public. Residencies operate on a cost-sharing basis: a funding body 
offers a stipend and the host organization provides facilities. They are 
relatively inexpensive, and their effectiveness in bridging the gap between 
visual and applied artists and the public can be substantial. 

There are a good number of visual and applied arts residencies in 
Canada; nearly 100 were funded in Ontario alone during 1981. We think 
there should be many more and that they should be extended to large cor- 
porations and industries. For instance, Canada has a number of artists who 
have acknowledged expertise in computer science and who are actively ex- 
perimenting with marriages between art and the new technologies. These 
visual artists could make a significant contribution to the development of in- 
novative software while expanding the uses of new technology if they were in 
residence at “high-tech” companies or colleges. Furthermore, for applied ar- 
tists of any sort, opportunities to work on projects established in consultation 
with industry would permit exploration of areas of production not possible in 
schools and community centres. At present there are few such opportunities. 


Community Arts Centres 

In small towns and cities alike, many Canadians experience their first ex- 
posure to the visual and applied arts, either as participant or viewer, in com- 
munity arts centres. There are hundreds of such centres across the country, 
and their contribution to the visual and applied arts is substantial. Combined 
municipal and provincial support usually pays part of their overheads, but 
they also receive federal funding occasionally. All operate on the dedicated 
and enthusiastic labour of volunteers, who organize classes as well as exhibi- 
tions, sometimes in conjunction with the adult education departments of 
local schoolboards. Indications are that over the next decade this type of rich 
community activity will continue to flourish. 

What should federal policy be in this area? We believe that each level of 
government has a role to play in supporting the various orders of artistic ac- 
tivity and that the concept of multiple sources of funding is a healthy one. 
Thus, the federal government should assume its part in fostering community 
activity in the visual and applied arts. Indeed, different programs in the 
Department of the Secretary of State already respond, partially at least, to the 
arts at the community level, and in Chapter 2 we suggest that the Canada 
Council increase its efforts in this area. This federal presence, we must add, 
should not be overwhelming but should have a fairly narrow focus, such as 
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providing funds for the services of visual and applied arts professionals. This 
is also an area in which collaboration among the various levels of govern- 
ment is clearly indicated, with the federal role being well defined but secon- 
dary within priorities set by the communities themselves. 


Service Organizations 

Service organizations have an important place in promoting the interests of 
Canada’s visual and applied artists. These organizations attempt to create 
greater public awareness of the visual and applied arts and are effective in 
bringing together artists from various regions. Some are active in professional 
development activities; others provide recognition in the form of awards and 
prizes. 

As we stated in Chapter 2 concerning federal support for service 
organizations in the arts, federal agencies and departments responsible for 
assisting specific disciplines are usually in the best position to judge the 
usefulness and effectiveness of organizations claiming to represent the in- 
terests of artists in those disciplines. Undeniably, there is a direct connection 
between the ability of a service organization to support a small but full-time 
secretariat and its efficiency. It is not surprising, therefore, that funds for staff- 
ing rank very high in the list of service organization demands on government 
funds. Even with staff help, service organizations rely heavily on volunteer 
labour. 

A special word must be said about service organizations which deal 
with arts education — such as the Canadian Society for Education through 
Art. As the mandates of the federal cultural agencies do not include respon- 
sibility specifically for education, we suggest that these particular service 
organizations might fall within the purview of the Department of the 
Secretary of State, which provides various types of assistance to educational 
activity at the national level and to voluntary action groups. 

In continuing the allocation of funds to service organizations, we sug- 
gest that funding bodies should carefully assess the degree to which the 
organization is supported by its own members, either through membership 
fees or voluntary effort. Service organizations wish to be consulted by 
government on programs and policies affecting the visual and applied arts, 
but, as we noted in Chapter 2, the strength of their influence should depend 
on how representative they are considered to be by the constituencies for 
which they speak. 


Canada Council Grants 

Since its founding, the Canada Council has conducted a full-scale program of 
aid to individual artists in all disciplines. These grants buy time to enable ar- 
tists to carry out their work and provide financial assistance toward project 
costs. In 1980-81, the Council offered over 400 grants to individual visual ar- 
tists (and in some instances to applied artists working in crafts) worth in total 
almost $2 million and accounting for over one-third of the total individual 
grants given to all artists. More generous allowances for the cost of artists’ 
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materials have recently been awarded by the Council. Arts grants are given 
on the recommendation of juries — generally composed of other artists and 
critics. In an attempt to ensure that artists from the various regions of the 
country are judged by jury members who are knowledgable about their 
work, visual arts juries include, as a matter of policy, members from different 
regions. 

Most intervenors felt that the current system of Canada Council grants 
should be maintained and developed, since it represents an important means 
of support for the visual artist and the occasional craftsworker whose produc- 
tion is viewed by the Council as visual art. It is a fact, however, that grants 
and awards play only a secondary role in financing artistic creation and 
research in Canada. Most full-time professionals never receive a grant or 
award and of those who do, three-quarters receive no more than $1,000. 
Grants are a temporary and limited source of financing. They can, of course, 
be of great assistance at any given time in a career because they offer 
recognition and encouragement in addition to money. 

The strongest and most frequent criticism we heard about the Canada 
Council’s visual arts grants programs concerned its jury system. There were 
accusations of favouritism. Arguments were advanced intending to demon- 
strate an underrepresentation of women artists, Native artists, and artists 
from the various regions on juries, among grant recipients, and among artists 
whose works are purchased by the Art Bank. Such criticisms were stated 
more emphatically about the Art Bank and the visual arts juries than about 
any other facet of the Council’s programs. We have considered these criticisms 
seriously. Nevertheless, despite its limitations, the jury system seems to be 
by far the most acceptable way of making difficult decisions among 
applicants competing for a limited number of arts grants or purchases. 

As we Stated in Chapter 2, in the section on the Canada Council, we 
urge the Council and other bodies using a jury system to ensure that jury 
membership reflects a balanced and representative cross-section of artistic 
and regional perspectives. Critics, academics, other art professionals and col- 
lectors should be more involved in the adjudication process, and care must 
be taken to rotate jury membership frequently in order to counter criticisms 
of favouritism and underrepresentation. Excellence should be the only 
criterion for judging grant applications. But artistic excellence takes many 
forms, and these must all be given their due. 


The Contemporary Applied Arts 


Innumerable works of art frequently escape our notice as art for one simple 
reason — they are also useful. These can be the utensils or pieces of furniture 
we use every day, the buildings in which we work or aspects of the streets in 
which we walk. Homes or post offices can be as important as art galleries or 
cinemas as places to see creativity on display. 
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We suggested at the beginning of this chapter that definitions distin- 
guishing between the applied arts and the visual arts carry the danger of 
limiting our perceptions. Yet inevitably, we on this Committee found 
ourselves using the same, limiting terminology in order to make ourselves 
understood. Let us emphasize again that when we speak of the applied arts 
in this Report, we refer primarily to the creative disciplines of crafts, interior, 
industrial and graphic design, and the environmental arts of architecture, ur- 
ban planning and design, and landscape architecture. In discussing these 
disciplines, we recognize that one common and distinguishing feature of their 
products is utility. Creators in the applied arts work not only with an 
awareness of the aesthetic criteria of the traditional fine arts, but with an ad- 
ded discipline imparted by the function that the work is intended to serve. 
For an applied artist, the utility of an object presents formal problems similar 
to ones facing sculptors and painters. 

Although Canada has produced fine designers and Canadians have 
demonstrated an interest in good design, there is a clear necessity for more 
work to be done in stimulating public demand for good Canadian design in 
the applied arts. A strong federal policy of support for the applied arts can 
make good design an important aspect of commercial competition. 

The federal government is a major client of Canadian architects and 
other environmental artists; the Department of Industry, Trade and Com- 
merce funds Design Canada and the National Design Council; and recognition 
and financial support are provided to the Canadian Crafts Council and to 
other organizations of artisans, including Native craftsworkers. We have 
already recommended in this chapter that the collections and exhibitions of 
the proposed Contemporary Arts Centre include examples from the applied 
arts. On the same principle, examples of high quality applied artwork should 
be part of other federal collections, such as those of the National Gallery of 
Canada and the Canada Council Art Bank. Such examples could include one- 
of-a-kind craftswork, multiples, architects’ and interior designers’ drawings 
and maquettes, and industrial design prototypes. But in addition to these 
recommendations and suggestions, we urge that the applied arts should be 
given a new and important place in federal cultural policy. 


A Canadian Council for Design and the Applied Arts 
The Canada Council deals with the applied arts only peripherally. The utility 
that is an important discipline to creative designers usually places their work 
outside the Council’s terms of reference. The Department of Communications 
provides operating funds for the Canadian Crafts Council, but does not extend 
financial support to individual artists. The federal government exerts its 
greatest influence on the applied arts through the National Design Council 
and its executive arm, Design Canada. 

The history of the National Design Council is worth reviewing because 
in its history lie its problems. It began as the Industrial Design Committee in 
1948, whose objective was to ensure the use of as much Canadian talent as 
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possible in developing good design. In 1953, it became the National In- 
dustrial Design Council and acted as a committee of the National Gallery, 
sponsoring traveling exhibits and working with its Design Centres. Then, 
because of its intimate connection with industry, it was transferred in 1960 
to the Department of Industry, Trade and Commerce where it was supported 
by the Office of Design Advisor. The Industry, Trade and Commerce Act of 
1969 gave the department an improved industrial design mandate, and in 
1970 the Office of Design Advisor became a departmental branch acting, in 
part, as secretariat to the Design Council. This branch became known as 
Design Canada in 1976. 

Since the early 1960s the size and budget of Design Canada have 
dwindled, probably because of a lack of political priority given to a branch 
whose aims are relatively peripheral to department activities. On the one 
hand, Design Canada is responsible to the Design Council whose objective is 
promoting improved design; on the other hand, Design Canada is responsible 
to the department whose objective is to promote design in product, process 
and export market development. Although Design Canada has concentrated 
on industrial design, it has from time to time given support to other crafts 
professionals, graphic artists, interior designers and architects. However, its 
originally well-conceived programs have become ineffective. It does not con- 
trol either its budget or its staff. We believe a better way for the government 
to provide necessary support to the applied arts in an effective, coordinated 
manner would be to support a strong and effective liaison and advocacy 
body. We therefore recommend that: 


37. The government should amend the National Design Council 
Act of 1960 to designate a Canadian Council for Design and 
the Applied Arts and fund the Council to a level that will 
enable it to fulfil its mandate. The Council should report to 
the Minister of Communications. 


The Canadian Council for Design and the Applied Arts requires a man- 
date that includes: the creative development of the applied artist, fostering 
appreciation for applied artwork, establishing a productive relationship be- 
tween applied artists and industry, and assisting with applied arts marketing. 
The proposed Council would absorb, build upon and expand all such pro- 
grams currently conducted by the National Design Council and Design 
Canada. It would occupy a stronger position than have these two bodies vis- 
a-vis industry and at the same time find renewal through its status as a 
cultural organization for the applied arts. Representatives from both the arts 
and industrial communities would have a place on the Council’s board of 
directors. 

One of the important functions of the proposed Council would be to 
sponsor design competitions and offer support for developing product pro- 
totypes. We feel that government sponsorship of design competitions can do 
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much to educate public taste and widen the domestic and foreign markets 
for Canadian applied arts. Another important function of the Council would 
be to establish open lists of professional artists and designers, available to 
both the private and public sectors and cross-indexed to meet the different 
purposes of industry and the arts communities. Establishing a registry of lists 
would also enable the Council to publish catalogues of artists working in 
various media and to collaborate in exhibitions with the proposed Contem- 
porary Arts Centre and with other museums and service organizations. In 
time, these lists could serve as the foundation for an index of Canadian 
design and would be a valuable resource to university and college programs 
in design, art history and studio art. 

In order to promote the relationship between applied artists and in- 
dustry, the Council would support and coordinate workshops and seminars 
where crafts professionals and designers could work with manufacturers. It is 
important that applied artists be aware of industry experience in promoting 
fine design and improving the response of buyers to those designs. If these 
workshops and seminars were held at educational institutions across the 
country, the basis for schools of advanced design might eventually result. 

In seeking to assist the individual applied artist, the Canadian Council 
for Design and the Applied Arts would support national professional associa- 
tions and service organizations of applied artists which are demonstrably 
useful to their members. Such bodies would be assisted in carrying out 
research and action programs in the interests of professional development 
and in relationship with educational institutions, industry and government. 

The Council would work through consultation and cooperation with 
the appropriate professional associations — for example, the Royal Architec- 
tural Institute of Canada, the National Indian Arts and Crafts Corporation, the 
Interior Designers of Canada, the Graphic Designers of Canada, the Canadian 
Crafts Council and with other federal departments and agencies. Expertise, 
enterprise and communication would be crucial for the development of effec- 
tive Council programs for design and the applied arts. 


The Federal Government as Client 


Although, as we noted at the start of this chapter, government programs and 
policies have tended to separate the visual and the applied arts, we also 
noted that we wanted to lower barriers between visual and applied artists 
and between artists and the public. The Committee believes an extraordinary 
opportunity exists for the federal government to accomplish these objectives 
in a straightforward manner. 

It is estimated that of the government’s very large expenditures on 
new construction and renovation projects for federal buildings and leased 
spaces — for example, post offices, airports, offices, defence installations, 
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prisons, utility plants, historic sites and embassies, among others — up to 25 
per cent goes for building appointments, fixtures, furnishings and fine arts 
and craftswork, or somewhere between $100 million to $250 million a year. 
Federal government policy permits the use of foreign suppliers when there 
are no comparable Canadian sources for quality goods. Although the Com- 
mittee recognizes that there are not always Canadian suppliers to meet all of 
the government's needs, we also believe there is no good reason why Cana- 
dian art and design should not, in time, become more competitive in both the 
world and domestic markets. We recognize, however, that there is need for a 
change of attitude concerning Canadian capability on the part of the public 
and the federal government, so that “buy Canadian” becomes not bureav- 
cratic imposition but a perceived and desired standard of excellence. 

The Committee believes strengthened federal support for Canadian art 
and design and the visible results of such support would do much to 
stimulate a more positive attitude toward Canadian art and design. Because 
federal buildings are an important presence in any community, large or 
smail, the federal building program is capable of lowering barriers between 
artists and the public and, for that matter, lowering barriers between govern- 
ment and the public it serves. For example, we as consumers have come to 
regard chairs not only as seats to sit in, but also as art or craftswork of wood, 
fabric and metal, with qualities of line and design to be considered and 
valued. This is partly because Scandinavian design has been so effectively 
promoted by Scandinavian governments at home and abroad. Whether or 
not we like Scandinavian, Italian, or Bauhaus designs, our tastes have been 
influenced; some would say improved. If the federal government were to ex- 
press a similar confidence in quality Canadian art and design by providing 
them with more exposure, more of us would begin to value them as some- 
thing expressive of contemporary life and thinking. 

The Canadian Council for Design and the Applied Arts will have as one 
of its important functions the promotion of quality Canadian art and design. 
Therefore, because we see the necessity of establishing, at the outset, a close 
and ongoing liaison between the Council’s work and that of the government 
in planning expenditures for federal buildings, we recommend the following: 


38. The proposed Canadian Council for Design and the Applied 
Arts should ensure, to the greatest degree possible, that 
federal public buildings make extensive use of contem- 
porary Canadian art and design. To that end, the Council 
would provide expert consultative services to all federal 
departments involved in building, leasing and renovation 
projects. 


The intent of our recommendation is to enable the proposed Canadian 
Council for Design and the Applied Arts to act as an information coordinating 
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body for all federal departments affected by the government’s building pro- 
gram. The Committee believes that the present discussion within the visual 
arts and crafts communities favouring the reinstatement of the Department 
of Public Works’ Fine Arts Program (1% program) has drawn attention away 
from the many opportunities available to visual and applied artists within the 
full scope of the federal building program. The Department of Public Works, 
although an important builder of buildings, is not the only federal builder. 

The mandate of the proposed Council will permit it to choose certain 
building projects, regularly identified from the official government Estimates, 
as candidates for design competition, prototype development and promo- 
tion. The Council’s pivotal position within the federal building program will 
also enable it to identify and develop, in time, Canadian sources for art, 
design and supply for architects and directly involved federal departments. 
Further, because the Council will be able to assist federal departments in 
developing strong guidelines for the inclusion of contemporary Canadian art 
and design in their buildings, it will also be able to argue strongly that artists 
and architects alike should be involved at the start of all building design 
work. Public art programs for public buildings stand a better chance of ob- 
taining public approval when artwork is installed as an integrated, necessary 
part of the building. The Committee believes that obtaining this recognition 
for fine arts and craftswork at the outset is extremely important. Clearly one 
of the difficulties with the former Department of Public Works program was 
that art sometimes appeared to be included as an afterthought to the 
building’s design. The Council will also be able to make technical information 
and assistance available to artists undertaking federal commissions for visual 
art and craftswork. 

We believe that an expanded “art in architecture” applied arts concept 
strongly advocated by the Canadian Council for Design and the Applied Arts 
will give us an effective government program for integrating visual and ap- 
plied arts into our everyday lives. Such a program will ensure the presence of 
good Canadian art and design in all government buildings and make it ac- 
cessible to a larger public. 


By bringing together in one chapter both the visual and applied arts, we have 
sought to give prominence to the total aspect of our visual environment, be it 
architecture, city planning or our understanding of natural and technological 
surroundings. The visual and applied arts in Canada are steeped in popular 
tradition and open to innovative development. If our recommendations are 
put into practice, the next two or three decades should see important im- 
provements obtained for the lot of artists, their public, and the intermediaries 
who present their work to us. 


~ 


The Performing Arts 


The performing arts are, in the first instance, a complex and (some would say) 
miraculous process by which composers, playwrights and choreographers 
make their vision known through actors, singers, instrumentalists and 
dancers, who may rely on yet another set of creative intermediaries, the con- 
ductors, directors and designers — all working together as a team to create a 
performance. Sometimes, indeed, two or even all three of these creative func- 
tions are combined in the person of a single artist. 

A performance, almost by definition, is ephemeral. The moment when 
the actor speaks, the downbeat is given, the dance begins will never be 
repeated in just that way — ever again. Today through electronic technologies 
the moment may be caught and held forever. But the performance of it, still 
ephemeral, is unique. 

For centuries, performances took place in the physical presence of au- 
diences: in our time, film, sound recording, videotaping and broadcasting 
may bring them to thousands more spectators and listeners. Thus, the pro- 
blems and prospects we discuss in our chapters on film, sound recording and 
broadcasting also touch closely on the performing arts. All these media have 
permitted the expansion of the audience to which performances can be 
distributed and have provided strikingly new ways to share and enjoy the 
performing arts. 

Even so, the essence of the performing arts remains in the special rela- 
tionship that develops between artists and their public in the theatre, concert 
or recital hall. In spite of the many advantages of electronic distribution, live 
public performances remain vital to a vibrant society, essential in their own 
right as well as for the continued development of vocal and instrumental 
music, drama and dance. Through them performers hone their skills and au- 
diences refine their reactions; ideally, they share equally in the enjoyment of 
the performance. This field, furthermore, needs to proceed by trial and error, 
especially if inventiveness and creativity are to be favoured over repetition 
and habit. The reactions of audiences are therefore vital to the life of the per- 
forming arts. For these reasons, we emphasize in this chapter the task of 
strengthening bonds between artists and audiences. 
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Growth and Future of the Performing Arts 


The growth and development of the performing arts in Canada over the last 
three decades has been impressive. At the beginning of the second half of this 
century, when the Massey-Lévesque Commission was concluding its review, 
professional theatres could be counted on the fingers of both hands. Only 
four cities had a symphony orchestra, and in the field of ballet there was not 
enough activity to justify a special study by the Commissioners. Moreover, 
concerts and performances took place more often than not in gymnasiums 
and poorly equipped school auditoriums. Though there was CBC radio, 
whose musical and theatrical programs provided work opportunities and 
whose influence on the performing arts was enormous, it was rare for artists 
to be able to earn their living solely through their craft. There were relatively 
few opportunities for a singer, an actor, a dancer or a musician to receive any 
structured professional training. So it was not unusual for talented artists to 
leave the country to study or make a career if they did not wish to give up 
their dream. 

Since then, progress has been swift thanks to the dedication, self- 
lessness and enthusiasm of creative and interpretive artists, their teammates 
— including their unions — and their supporters. Around them have been built 
the service organizations, which have been promoters, information sources 
and catalysts. 

Excellent training in the performing arts is now generally available in 
Canada, although the situation varies from discipline to discipline. Every pro- 
vince has at least one major performing arts centre, and many Canadian 
cities — and increasingly smaller communities as well — can boast acceptable 
facilities. Today thousands of professional performing artists work all or part 
of the year in hundreds of ventures: orchestras, theatre and dance and opera 
companies, nightclubs, radio and television. Aid for touring from many 
sources has enabled outstanding Canadian concert, theatre and dance pro- 
ductions to reach audiences across the country and abroad. Performing arts 
companies have grown not only in number but also in breadth of repertoire. 
It is true that the traditional forms are still often favoured by artistic directors 
and the public. Yet in each of the disciplines, in varying degrees, more pro- 
gressive forms of expression are emerging, stimulated by the boldness of cer- 
tain artists and groups and encouraged by the openmindedness of their 
public. 

Paralleling the expansion in numbers of facilities and companies has 
been an undoubted growth in audiences attending live performances. Accor- 
ding to statistics compiled jointly by the Canada Council and Statistics 
Canada, there were more than eight million paid admissions to the produc- 
tions of the 184 largest professional performing arts companies in 1979. (This 
figure is derived from a survey of those companies receiving operating or pro- 
ject grants from the Canada Council and it does not include performances of 
amateur or semi-professional productions or popular music concerts. Were 
these to be included the figure would be many millions higher.) These figures 
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are corroborated by other data. In a recent survey of audience attendance 
conducted by the Department of the Secretary of State, 21 per cent of adult 
Canadians claim to have attended at least one performance of classical music 
or dance during the course of a year, 27 per cent attended a live theatre per- 
formance and 31 per cent went to a popular or folk music concert. Even 
within this limited framework, it is clear that the performing arts in Canada, 
far from being an elite medium, enjoy a wide audience. 

The recent history of the performing arts in Canada is therefore en- 
couraging, but the current outlook has its sombre aspects. The flow of finan- 
cial resources required to sustain the current momentum has slackened in re- 
cent years, often with dire results. In spite of the encouraging attendance 
figures we noted above, there is a need for further audience development. 
There are improvements still to be made in education and training and in 
physical facilities. And most of all there is an urgent need for a new emphasis 
on the presentation of the works of Canadian playwrights, composers and 
choreographers. Although some progress has been made, notably in theatre 
and modern dance, much more remains to be done. 


The Creation and Production of Canadian Works 
The structures we have put in place must now be properly maintained, 
developed and imaginatively used to foster the presentation of more works of 
an increasingly high quality by Canadian creative artists. To accomplish this 
we need not, and should not, close our borders or turn in on ourselves. The 
whole repertoire of foreign works from both the past and present belongs to 
us; to deprive ourselves of these would be to diminish our artistic and 
cultural life. But we must establish a healthier balance between works by 
foreign writers, composers and choreographers and those by Canadians. The 
balance may vary from discipline to discipline depending on its nature, and 
from company to company depending on its goals, but it is necessary to en- 
courage the development and expression of our own artists’ creativity. 
Some advancement in the production and presentation of Canadian 
works has been achieved. In theatre, the change has been quite noticeable, to 
the point where some companies now offer exclusively Canadian repertoire. 
The situation is different and less encouraging in ballet, even though Cana- 
dian choreographers are more numerous than formerly. It is in music, par- 
ticularly “serious” music, where things are least encouraging. Original works 
by Canadian composers are performed more often than before, but it is rare 
for them to make up a significant part of the programs of symphony or- 
chestras. This situation is not peculiar to Canada, of course: it prevails 
throughout the Western industrialized world for all types of serious music. In 
all of these countries it is clear that it is not so much the nationality of com- 
posers which is the stumbling block as the newness of their works. Canadian 
composers find they have the most ready access to companies and groups 
which specialize in contemporary music; yet these groups tend to have very 
limited financial resources. 
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To encourage creation in all the performing arts, it will be necessary to 
win over the public to new works through regular performances under the 
best possible conditions. This may entail additional expense, since new works 
will often require more rehearsals, more artistic resources, and increased pro- 
motion when the work is ready for presentation. There is a need for more 
commissions, more opportunities to test ideas, more workshops and semi- 
nars. There is also a need for more artist-in-residence arrangements in per- 
forming arts companies, institutions and communities. These residencies pro- 
vide income to artists and establish productive links with the public which 
are vital to the future of the arts and their enjoyment. The Canada Council has 
recognized these needs for many years, and has offered special grants for the 
commissioning of works by Canadian dramatists and composers and has 
given financial support to many choreographic workshops. 

Such efforts in support of performing arts activity must be fostered if 
sufficient priority is to be given in federal cultural policies to the creation of 
works by Canadian creative artists. 

In 1972, with a view to encouraging Canadian composers, the Canada 
Council required that 10 per cent of the programs of symphony orchestras 
subsidized by the Council should be devoted to Canadian works. Acknowl- 
edging that this requirement was imposed for good reasons and with the 
best of intentions, this Committee has nevertheless come to doubt the ap- 
propriateness of quotas in promoting the production of Canadian works in 
the performing arts. What is needed instead is a technique of funding support 
which permits a greater degree of decision-making freedom for companies 
than do quotas, yet achieves the objective of changing attitudes of both per- 
formers and audiences to new works. Hence we prefer a policy of financial in- 
centives and recommend the following. 


39. The Canada Council should initiate a program of incentive 
grants related to the presentation of new Canadian works in 
the performing arts, the advertising and marketing of such 
works, and the increased cost of rehearsing and producing 
them. 


As we have pointed out in Chapter 3, under the heading “The Government as 
Patron,” a prime feature of incentive grants is that the terms of compliance 
are known in advance so that artistic directors can choose whether to accept 
them. 


Establishing a Financial Base 

The performing arts, taken as a whole, suffer from a perennial financial pro- 
blem. As others have done, we might label this problem the “income gap,” 
because it reflects the difference between income earned at the box office and 
the costs of mounting performances. We might also call it the “recovery 
ratio,” because it measures the portion of production costs recovered at the 
box office in relation to what is obtained from other sources. According to 
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figures provided by the Canada Council and Statistics Canada, ticket sales 
and other earned income in 1979 accounted for roughly 50 per cent of the 
revenues of the 184 Canadian professional performing arts organizations 
included in the survey; 38 per cent was provided by governments and the 
remaining 12 per cent came from private donations and miscellaneous sour- 
ces. These figures are consistent with data collected by other organizations. 

This ratio of box office receipts to other sources of income has been 
stable for some years. It is, of course, an average and there are therefore 
many exceptions on either side of that average. In large cities, especially 
those with heavy tourist traffic, or in festival towns, some performing arts 
groups can amortize heavy costs over long runs. Individual companies 
sometimes even find themselves able to run profitable operations. The arrival 
of pay-television and the increasing popularity of other forms of on-demand 
home entertainment, through videodiscs and videocassettes, may boost the 
revenues of some performing arts companies just as recordings have helped 
musical organizations. But the impact of these developments, on average, is 
likely to be small, with the bulk of the new income generated going to only a 
few of the better-known organizations. For the performing arts as a whole, 
the recent average recovery ratio of about one-half is likely to prevail for the 
foreseeable future. 

One way to deal with the income gap problem would be to reduce 
costs. But steps in that direction would almost certainly generate a 
downward spiral in which reductions in quality would lead to reduced atten- 
dance and, in turn, decreased box office revenues. In the performing arts, vir- 
tually the only way to reduce costs is to cut back on the number or size of 
the productions offered, because, as noted in Chapter 3, not very much can 
be done to increase productivity. As a result, audiences are deprived of the 
opportunity to see full-scale productions. Another consequence of such cost- 
saving measures is that fewer performers are employed, further reducing 
already low incomes. 

To appreciate the impact of such cost saving on the incomes of artists, 
it is well to recall how low these incomes already are. For example, in 
1980-81, the average annual income of a professional dancer employed on a 
full-time basis by one of our major ballet companies was $14,000. Profes- 
sional dancers working with modern dance companies, though they must 
train every day, are often paid only for performance and rehearsal time. The 
average annual income of dancers in these companies in 1980-81 was 
$6,000. The situation is equally bleak for actors, singers and other inter- 
pretive artists, and for composers, playwrights and choreographers it is even 
worse. Few if any in the latter groups can reasonably expect to make a living 
from their creative activity alone, the chief exceptions being highly successful 
lyricists and composers of popular songs. 

The task of introducing economies into the performing arts is com- 
plicated by the presence of unionized professions within production com- 
panies. At the beginning of this chapter we used the word “team” to describe 
the intimate relationship that exists among all performing arts participants, 
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whether they be actors, directors, singers, pit musicians, backstage hands or 
house staff. While we recognize the importance of unions as advocates for 
their members, and understand the significance of the social gains repre- 
sented by the union movement, we feel there is an ever-present and demon- 
strated need to keep in mind the ideal of teamwork. All members of the per- 
forming arts team count in the collective effort, and each draws strength 
from, and depends on, the others. If the approach to the work required for a 
performance is one of over-specialization or strict calculation of individual 
needs at the expense of the overall artistic effort, sooner or later the essential 
interdependence of team members is undermined. In the end all are losers: 
on stage, off stage and in the audience. 

One often hears: if the performing arts cannot pay their way, why have 
them at all? We have suggested our answer in Chapter 3. Suffice it to add 
here that even by the simple measure of audience attendance, as we noted 
above, the performing arts are a source of entertainment, enjoyment and in- 
spiration for large numbers of Canadians. Moreover, the unique nature of a 
live performance before an audience makes the performing arts, in a very real 
sense, irreplaceable. The social encounters they engender provide an effective 
antidote to the isolation increasingly felt by individuals in an electronic age. 
In addition, playwrights, actors, composers, instrumentalists, singers, 
choreographers and dancers who refine their skills through the presentation 
of live performances provide a necessary pool of talent for other vehicles of 
artistic endeavour — such as broadcasting and film. They are the wellspring of 
much other artistic and cultural activity. Providing a firm financial base for 
the performing arts in Canada can then be regarded as an important invest- 
ment, in both human and material terms. 


Multiple Funding Sources 

In establishing a sound financial base, our preference is for a diversity of in- 
come sources: box office receipts, governments at all levels, and private 
donations from individuals, corporations and foundations. This preference, 
which reflects the way we already do things in Canada, represents a middle 
way between the tradition of nearly exclusive state support prevailing in 
most of Europe and the much more limited role of government in the United 
States. A multiplicity of funding sources guarantees a certain autonomy to 
the subsidized organizations by limiting the threat of control or interference 
by any one source. During our public hearings it was suggested to us that 
some of Canada’s performing arts organizations are so prestigious and im- 
portant to the cultural life of the country that they should be financed ex- 
clusively by the federal government which would, in effect, absorb the deficits 
of these companies. However, we have come to the conclusion that the prin- 
ciple of multiple funding sources should generally apply to minimize the 
threat of control. We make an exception in the case of the National Arts Cen- 
tre, which has a specific mandate to serve the entire country and needs ade- 
quate and assured funds to do so, funds which appropriately come from the 
federal government. But for other organizations, we believe that the search 


The Performing Arts 175 


for support in their own communities and from various levels of government 
is an incentive to strive for artistic excellence and at the same time con- 
stitutes a powerful link to their audiences. 

We have already recorded our views (Recommendation 9) on the need 
for augmenting the parliamentary appropriation of the Canada Council, the 
chief federal vehicle for assistance to the performing arts. Each province and 
territory, led by Saskatchewan and Alberta, has established a mechanism in 
the form of an arts council or a government department for providing sup- 
port to cultural activities in general, and the performing arts in particular. 
Some municipalities were pioneers in assistance to culture and the arts. Mon- 
treal, for example, created its Arts Council even before the establishment of 
the Canada Council. More recently, other municipalities have shown concern 
about the health of the performing arts in their communities — a welcome 
and much needed source of revenue to arts ventures. This Committee hopes 
that municipalities, in spite of the limitations - and heavy demands - on 
their revenues will appreciate the essential contributions of the arts to the 
residents of their communities and, with the encouragement of local citizens, 
will find ways to increase their support substantially. 

Although the private sector has become increasingly generous toward 
the arts, in the hierarchy of “charities” receiving business support the arts 
still rank very low. Moreover, assistance usually comes from large businesses 
more often than from medium and small ones, and tends to favour large arts 
organizations, where risk is low, over smaller groups where experimentation 
and innovative work are often more likely to be found. The Committee feels 
that business organizations could work to increase the extent of business 
support to the arts, particularly from small and medium-sized firms which 
are often reluctant to move into a domain in which they have little ex- 
perience. 


The Quest for Excellence and the Role of Boards 

The search for additional sources of support is vitally important for the future 
of creative expression in the performing arts. To suppose that it is possible to 
maintain operations and facilities at their present level of activity and funding 
is to opt for the downward spiral we described earlier. Even performing arts 
organizations that are able to offer full seasons to practically sellout au- 
diences, to employ artists full time for a full year and to play in fine halls are 
vulnerable to deficits. Virtually all of the most progressive and creative 
organizations are underfunded. All seek to improve, develop and achieve bet- 
ter results. The pursuit of artistic excellence is expensive, but the cost must 
be met. 

The search for artistic excellence and its rewards doubtless motivates 
many citizens to serve on the boards of performing arts companies. Such 
boards are held accountable for the proper and responsible use of govern- 
ment funds provided through grants and must ensure that the arts organiza- 
tions they serve maintain a healthy financial balance. However, their primary 
role is to give the necessary assistance and support to those who direct and 
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manage such organizations so that the artistic and cultural goals the latter 
have set for themselves will be achieved. These goals undoubtedly attract 
board members to the organizations. Of great importance to any organiza- 
tion is the sensitive participation of board members in discussing and for- 
mulating such goals. 

This Committee believes that members of boards of performing arts 
organizations, who volunteer their time, energy and expertise to the welfare 
of the organizations they serve, should be given all possible help in 
understanding their roles and responsibilities. We therefore urge the Canada 
Council and the Department of Communications to address the problems of 
boards of arts organizations and to evolve programs to help improve the 
operations of such boards and the selection of their membership. 


Deficit Reduction and Capital Support 

Some performing arts organizations have accumulated sufficiently large 
deficits that one can speak of a state of financial crisis in parts of the perform- 
ing arts world. We need not be precise about the causes of specific deficits to 
recognize their severity and their potentially disastrous effects. Some argue 
that if grants had been indexed to the cost of living the deficits would not 
have arisen; others place the blame on the economic depression generally; a 
few others raise questions about the administrative competence of some of 
these organizations. 

Statistics provided by the performing arts organizations and assem- 
bled by the Council for Business and the Arts in Canada show that for 
110 organizations with revenues of over $100,000 a year, the total of the 
accumulated deficits at the end of the fiscal year 1980-81 was $7,630,467. 
This deficit position persists, it should be noted, in spite of special deficit- 
reduction grants from both provincial and federal governments, including 
some $3.8 million provided by the Cultural Initiatives Program of the Depart- 
ment of Communications. Any doubts about the seriousness of the situation 
have been dispelled by the announcement of several company closures. 
Without wishing to be too pessimistic, we are afraid that this is just the begin- 
ning of a list of closures which may contain the names of some of the most 
prestigious performing arts organizations in the country. The reduction or 
elimination of deficits is, of course, desirable, and we support measures 
which have that effect. But we note that the practice of simply erasing deficits 
could provide the wrong kind of incentives to companies: it may reward 
those who run deficits and penalize those who do not; it can therefore be an 
incentive to future deficits. Over the long run, a deficit-reduction policy linked 
to attendance figures or some other measure of accomplishment and effort 
would be much more healthy. 

Looking for ways to enlarge audiences is, of course, a part of financial 
planning. If all theatre, ballet, opera and concert performances played to 100 
per cent capacity, some of the financial problems of the performing arts 
would be alleviated, although not eliminated altogether. An empty seat for 
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any performance is lost forever. But overriding these vital financial considera- 
tions, yet intimately connected with them, are artistic concerns. Full houses 
provide everyone in the performing arts team with the confidence needed to 
grow and improve artistically, while low attendance discourages artists and 
supporters alike. Moreover, high attendance proves to performing artists that 
their work is valued by society. For all these reasons, filling empty seats must 
be a high priority for all performing arts companies. 

Although we feel that support policies for the performing arts should 
stress audience development in the largest sense and should encourage new 
Canadian creative work, we are also aware of the need to maintain and im- 
prove the existing physical facilities. Capital support programs should con- 
tinue to be the responsibility of the Department of Communications. In 
federal capital programs, we are of the view that, in addition to the large 
population centres, consideration should be given to the smaller centres that 
do not yet have functional theatres or concert halls. In large centres, attention 
should be paid to the provision of medium-sized halls, a type of facility which 
is often lacking. There is also a need to upgrade existing facilities by replacing 
outdated or outworn equipment, a continuing problem even in long- 
established organizations with large budgets, which may be using what was 
regarded, not so long ago, as the latest in physical plant. 


Building Audiences 

Winning and holding audiences has always been a principal preoccupation of 
performing arts organizations. As we noted earlier, attendance figures for all 
performing arts disciplines are high, even though these statistics do not cover 
amateur productions or take into account the very large audiences that can 
be won through radio or television. A broadcast ballet, symphony concert, play 
Or opera can reach an audience larger than the total attendance for an entire 
season in the organization’s own hall, though, as we noted earlier, nothing 
yet can take the place of the unique, direct experience of a performance. 

In Chapter 3 we call for a new nongovernment organization which, 
among other things, would assist in promoting Canadian cultural products. 
For performing arts companies, this assistance might take the form of pro- 
viding expert advice on ticket pricing, helping with subscription and fund- 
raising campaigns, developing advertising and public relations approaches, 
or devising voucher schemes. All of these would help in building audiences. 

Some organizations have sought to identify special target audiences. 
However, the special audience that deserves particular emphasis is children 
and youth. Performing arts companies should place a priority on attracting 
young audiences and should be ready to bring their productions, when ap- 
propriate, into the schools. We suggest this effort should be part of the 
regular outreach work of all performing arts organizations, not just those 
which specialize in works for young audiences. We urge all performing arts 
companies and their supporters to pay special attention to the needs of 
young audiences, to devise special programming for those audiences where 
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such does not exist in their own halls or in the schools, and to arrange for 
performances, open rehearsals and workshops for young people. 

Effective audience development activity of this kind will require the 
support of government. During the past 10 years, a great deal of interest in 
theatrical productions for young audiences has developed. The Canada Coun- 
cil responded to this interest by recognizing certain companies as “Theatre 
for Young Audiences” companies and increased grants to these companies, 
even during the recent years of financial restraint. These grants, however, re- 
main relatively small. The Council should continue this support and seek 
other ways to encourage the access of Canadian youth to all the performing 
arts. 


Education and Training 

As indicated in Chapter 1 and discussed in our Summary of Briefs and Hear- 
ings, the question of education often arose during our hearings. Education is, 
in the first place, the essential cultural link between past, present and future. 
Both artists and audiences need a knowledge of what has gone before, to in- 
spire the former to works of originality and to allow the latter to develop stan- 
dards of aesthetic judgment. 

The primary, secondary and post-secondary systems of education also 
have specific cultural functions — including the identification and encourage- 
ment of artistic talent, as well as the development of a sense of appreciation 
for our heritage and the arts. In the past this function was largely absent from 
programs of formal education. In spite of the fact that in recent years the arts 
have established themselves in educational institutions at all levels, the need 
to enlarge their role was a recurring theme in submissions to the Committee, 
from educators disturbed by the values being communicated through mass 
entertainment, from artists seeking a wider public, or from citizens wishing to 
see curricula changed to include more arts education. Through them, we 
found that there is a significant body of opinion in this country which holds 
that our school systems are doing an inadequate job of educating young peo- 
ple to appreciate the performing arts and of identifying and encouraging ar- 
tistic talent. 

On the whole we have to agree, and we urge the relevant provincial 
authorities to make more prominent in school curricula the encouragement 
of an understanding of, and participation in, music, theatre and dance. As a 
long-term goal, the objective should be to see that every Canadian child has 
the opportunity to become literate in all the arts, to be able to appreciate 
music, painting and sculpture with understanding, view with a critical eye 
many different types of plays, films and television programs, and recognize 
the power and meaning of movement. Students should be able to feel there 
are positive values and social benefits to be derived from active participa- 
tion in the arts as performers, creators, teachers or arts administrators. 
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In recent decades Canada has taken immense strides toward providing 
advanced professional training in the performing arts. We now have a net- 
work of institutions for such training in theatre and dance, and a well- 
developed, if somewhat unorganized, structure of music education. Special 
mention must be made of Alberta’s Banff Centre School of Fine Arts, now a 
full-scale year-round operation, which offers courses in the performing and 
visual arts, writing, and arts management. The Centre attracts teachers and 
students of international standing, and its enterprising and exploratory ap- 
proach to training is to be applauded. 

In dance, serious students need about 12 years of training. They begin 
when very young, usually under private teachers. Advanced professional 
training is provided by the schools created in association with the three ma- 
jor ballet companies —- Les Grands Ballets Canadiens, the National Ballet of 
Canada and the Royal Winnipeg Ballet — and also by a few modern dance 
companies. These contribute a cadre of dancers to the profession. Many peo- 
ple associated with dance have reported to us that the level of private instruc- 
tion offered to beginning dancers and the standards of private teachers must 
be raised. More and better training and retraining opportunities should be 
provided to independent dance instructors, and national standards and 
measurements need to be developed. The major dance schools should be 
encouraged to assume a leadership role in devising goals for training and in 
developing suitable standards for dance instruction across the country. 

In music, too, instruction often begins at an early age. Studying with 
private teachers is the norm for beginners in most parts of Canada. In some 
of the larger communities, conservatories of music have sprung up, providing 
a central location for what is essentially one-to-one private instruction. Some 
of these, such as the Royal Conservatory of Music of Toronto, have developed 
full-scale music courses. Only Quebec among the provinces has established a 
provincially run conservatory system, offering free instruction to deserving 
students of music and theatre. The instructors in the six conservatories in the 
province are full-time teachers, linked with the public service. A substantial 
number of universities across Canada now have faculties and departments of 
music, offering degree courses with specialization in many fields of music, 
such as composition, voice and instruments, for students interested in perfor- 
ming or teaching careers. 

Because early music training coincides with the official school years, 
much music instruction takes place outside regular school hours. In elemen- 
tary and secondary schools in some communities, instrumental training has 
been established and school bands and orchestras add sparkle to school life. 
Some communities support youth orchestras, which have proliferated in re- 
cent years, and most participate in a biennial festival at Banff. The National 
Youth Orchestra and |’Orchestre des jeunes du Québec, the latter fully funded 
by the province of Quebec, provide excellent orchestral training, and their 
graduates regularly join the ranks of professional orchestras. 
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We heard from a number of people who advocated a National Music 
School, parallel in purpose and quality to the National Theatre School of 
Canada in Montreal, to serve the advanced music training needs of the coun- 
try. A recent study commissioned by the Canada Council recommended that 
such an institution be established. We also heard from those who opposed 
the idea, arguing that it was necessary, first, to build up the potential in the 
many centres now providing music training. This Committee agrees with the 
latter group of intervenors. We feel that the situations in music and theatre 
arts training cannot be compared, and that the role played by the National 
Theatre School is unique. 

Music training has a long history in most communities in the country. 
Yet within that tradition there is disorganization, mixing of standards and 
conflicting attitudes. Attempts have been made to set grading and examina- 
tion standards. But there is still much more to be done to improve the quality 
of teaching at the earlier levels, clarify the relationship between universities 
and independently operated music schools, establish the financial respon- 
sibilities of communities and provinces to music training, and formulate ac- 
ceptable standards and goals. The Committee therefore believes that, before 
the creation of a national music school can be considered, there must be a 
better understanding among the diverse elements that make up the existing 
music training milieu. 

Training in theatre arts may begin in primary and secondary schools, 
as part of the school curriculum, and continue in the theatre departments of 
university fine arts faculties or conservatories. In addition, advanced profes- 
sional training is given at the National Theatre School of Canada. This school 
was founded in 1960 to provide a full training program in acting, playwriting, 
stagecraft and set design for both English- and French-speaking students. The 
school has yet to develop a formal training program for directors, however — 
a serious gap, considering the prime importance of this profession in all the 
theatrical arts. 

The National Theatre School was the subject of an intensive study con- 
ducted by A. Davidson Dunton for the Canada Council. The report, which was 
presented to the Council in January 1982, concluded that the school will have 
a “pertinent and important role in the theatrical life of Canada” to the end of 
this century, that it should remain a single co-lingual institution in Montreal 
and that grants to it “should be increased to meet present and projected 
costs as increased by inflation.” The Dunton report also recommended that 
federal financing to the school should come from ‘‘a special fund for national 
artistic training institutions.” This would be administered by the Department 
of Communications and would presumably not prejudice the continuation of 
provincial support to the school. 

It is the Committee’s view that advanced training in the performing arts 
is closely related to the development of high professional and artistic stan- 
dards, and as such should be supported and evaluated by a staff of 
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specialists able to judge the relationship between the training to be under- 
taken and the work produced by creative artists and professional companies. 
For this reason, the National Theatre School’s federal funding should continue 
to come from the Canada Council. 

Canada Council grants to the National Theatre School of Canada and 
the National Ballet School together exceed $2 million. The size of this amount 
leads us to single out these two institutions for particular comment. If it is 
true that quality education and training in the fields of dance and theatre are 
expensive, it is also true, in the case of both schools, that the results are grati- 
fying and worthwhile for the development of the performing arts in this coun- 
try. We therefore believe that it is necessary to provide the Canada Council 
with an appropriation large enough to deal properly with the needs of these 
schools, along with all the other demands on its resources. 


40. The Canada Council should continue to be the source of 
federal funding for the National Theatre School of Canada, 
the National Ballet School and such other professional train- 
ing programs as are appropriate to its mandate. 


Training does not, of course, stop with graduation from a school. In one 
sense, performing artists are in training all their lives, with each new perfor- 
mance providing new lessons. 

But there are two important stages in a creative or performing artist’s 
career that are often neglected in discussions of training: first, the period of in- 
tense learning that goes on after the completion of formal schooling and the 
attainment of full professional status, and, second, the ‘sabbatical leave” that 
even seasoned professionals need during their careers for further training and 
refresher courses. Accordingly, we urge that the creation of apprenticeship 
employment opportunities for young performing artists, as well as residen- 
cies for experienced artists who wish to hone their skills, receive more atten- 
tion from governments, professional organizations and training institutions. 


Some Problems and Successes in 
Dance, Music and Theatre 


Dance: Rising Costs, Lack of Retraining Opportunities 

Major ballet companies, each with a distinctive style and repertoire, have 
been established for some time in Montreal, Toronto and Winnipeg. Approx- 
imately 35 modern dance companies throughout Canada represent a broad 
spectrum of contemporary schools of dance. Other forms of dance — such as 
jazz, classical Spanish dancing, tap dancing and folk genres — have become 
popular and attract large audiences and participants alike. 
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Although the audience for dance is committed and growing, it is still 
comparatively small. For this reason dance companies, if they are to employ 
their dancers for a full season, cannot perform exclusively in one centre; they 
must tour. Each season the Montreal, Toronto and Winnipeg-based ballet 
companies try to arrange an extensive Canadian tour and an international 
tour, principally in the United States. Most dance companies now give many 
more performances while on tour than they do in their home community. 
With the costs of touring constantly on the rise, increasing the length of the 
season for home audiences becomes a crucial issue for dance companies. In 
that context, many of the briefs submitted to this Committee by the dance 
community stressed the role that the media, and particularly television and 
the new video technologies, could play in enlarging audiences for dance. 

Working as a professional dancer is a full-time commitment; dancers 
must continue to train daily, whether or not they are performing. Incomes 
are low, and professional dancers can expect to remain at the peak of their 
careers for only about six years. On average, they retire from active perfor- 
mance in their 30s, at a time when many performers in music and theatre 
are beginning their productive careers. After that, teaching and coaching pro- 
vide the only opportunities for continuing employment in dance. 

This lack of job security, compounded by low earning capacity and the 
difficulty of resettlement into other employment after retirement from the 
stage, was identified by the Canada Council as a problem requiring prompt 
attention in an internal 1980 report, The Art of Partnering the Dance — A 
Federal Pas de Deux. We believe that the federal government, with leader- 
ship from the Department of Communications, should address this issue. 


41. The federal government should assist dancers and other 
artists who have short professional careers to resettle into 
allied professions where their artistic skills can best be put 
to use. All the relevant agencies and departments — such as 
the Department of Employment and Immigration — should 
be involved, and the Department of Communications should 
assume the leadership role. 


The Canada Council, recognizing the importance of full-time employ- 
ment for dancers and choreographers, and in the face of severe limitations on 
its funds, has in the last few years been compelled to consolidate its grants to 
dance companies. To meet the Council’s requirements, companies must have 
demonstrated that they have administrative stability, audience support and 
professional resources, and must receive some provincial and municipal 
assistance. 

Such a consolidation policy, although it may be necessary for a time, 
has inherent problems and dangers. Adequate sustaining support is provided 
to a few established companies only; funding for dance forms other than 
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those of ballet and modern dance is not forthcoming; experimentation and 
the pursuit of new directions cannot be encouraged; growth and improve- 
ment for much of the dance community are therefore limited. Without the 
recognition attached to a grant from the Canada Council, companies have 
limited success in applying to other federal funding sources such as the 
Department of Communications and the Department of External Affairs. This 
Committee therefore urges, in accordance with what we believe is also the 
view of the Canada Council, that the Council’s consolidation policy for grants 
in dance be amended as soon as possible to extend the range of activity 
supported in this discipline. 


Music: Support for Canadian Composition 

Canadian audiences today enjoy a lively and varied musical life. There are 
now well over 100 instrumental ensembles ranging in size from 95-piece 
symphony orchestras to classical quartets and early music groups. Opera 
has enjoyed a significant revival over the past decade and musical theatre 
has begun to flourish. In major centres there is a small but supportive au- 
dience for contemporary and experimental music which has been fostered by 
contemporary music societies. Many Canadian jazz musicians repeatedly win 
honours at the Montreux International Jazz Festival in Switzerland and as a 
result have often become known internationally before being known at 
home. Broadcasts and recordings produced by the CBC and Radio Canada In- 
ternational have helped to introduce Canadian performers and music to 
domestic and international audiences. 

There has been a remarkable expansion of the popular music and 
entertainment industry in both the French- and English-speaking communi- 
ties. Canadian entertainers and rock groups now enjoy national and interna- 
tional popularity, and Canadian groups appear regularly on the popular 
music charts both here and in the United States. Singers and rock groups 
from French Canada have been enthusiastically received in France. The an- 
nual presentations of the Juno and Félix Awards by organizations within the 
Canadian recording industry have become gala occasions which are shown 
on television. Folk music and country and western music are both extremely 
popular, and French- and English-language folk festivals attract large au- 
diences in many parts of the country. 

Choral music is performed widely. In addition to a few well-known pro- 
fessional choirs, there are literally hundreds of amateur choirs in com- 
munities all across the country, many benefiting from Canada Council sup- 
port for the services of professional conductors, soloists, instrumentalists and 
workshop leaders. These choirs, like community orchestras, are an integral 
part of Canadian music life. 

As we said earlier, perhaps the most critical problem in Canadian 
serious music today is the lack of exposure of the works of Canadian com- 
posers. The Canadian League of Composers has over 170 members who 
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deposit a total of about 500 scores a year with the Canadian Music Centre. 
This Committee is deeply concerned that much of this music is seldom per- 
formed by Canadian orchestras, soloists and other ensembles and is there- 
fore largely unknown to the Canadian public. CBC radio, alone among broad- 
casters, has consistently programmed and even commissioned Canadian 
compositions. We commend this effort and look forward to seeing even more 
effective methods of presentation. Sponsorship of concerts, commissions, 
competitions for new works and awards to composers to spend time in resi- 
dence with orchestras and communities — measures that are currently sup- 
ported by the Canada Council and provincial agencies — all help to increase 
the exposure of original Canadian composition. But persistence in such efforts 
over the long term is essential. 

In this connection, the important role played by the Canadian Music 
Centre must be singled out. (A similar organization for theatre — the Canadian 
Theatre Centre — was in operation between 1960 and 1970 and then became 
inactive. It is now being reactivated by service organizations in both French 
and English Canada.) Founded in 1959, the Canadian Music Centre has 
become one of the best and most effective of such centres in the world. It cur- 
rently has offices in Toronto, Montreal, Vancouver and Calgary. Its library, 
which it circulates freely to performers everywhere in order to stimulate per- 
formances, contains virtually all the music written by Canadian composers. It 
has recently launched a recording program to which we refer in Chapter 8 
and has become involved in an imaginative project which will, among other 
things, convert its library of Canadian music into a form suitable for storage 
in a computer bank. The musical notations can then be summoned up on a 
monitor screen or printed out on paper, making the scores accessible 
wherever terminals are established — in schools, universities, libraries and 
other institutions. This will be a valuable addition to the other important ser- 
vices provided to Canadian music by the Centre. One further service we 
would urge the Centre to undertake — and governments to fund — would be 
the transformation into Braille of appropriate material from its library of 
Canadian compositions. Music is important to many blind people and they 
should have access to Canadian works in graphic as well as audio form. 


42. The Canadian Music Centre should be given adequate finan- 
cial and other support to enable it to carry out its functions 
on behalf of Canadian music, including the promotion and 
dissemination of the works of Canadian composers and the 
employment of new technologies for the storage and use of 
musical compositions. 


For centuries music publishing occupied a key position in the music 
world. Today, because of the high costs of printing, promotion and distribu- 
tion of sheet music, and because active music-making in the home has given 
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way to so much passive music-listening, the music publishing industry has 
declined. For composers of serious music, the availability to performers of 
their music in printed or other usable forms is still important, but for the 
publisher the investment in such ventures is extremely risky and the returns 
doubtful. We believe, however, that music publishers could play a more 
dynamic role. Federal departments and agencies should reexamine their 
programs of support to music with a view to helping the music publishing in- 
dustry achieve a more productive and effective role in the dissemination and 
promotion of Canadian music. 


Theatre: Development of Audiences and New Plays 

The Canada Council now provides grants to over 150 professional theatre 
companies and organizations. In addition, there are a large number of non- 
professional companies which find their support locally or regionally. Many 
different types of theatre are being produced — for example, mime and pup- 
petry, musicals, theatre for young audiences, experimental theatre — and in- 
dependent commercial theatre production, including dinner theatre in some 
cities, is expanding. 

Outside the “festival” towns, such as Niagara-on-the-Lake, Stratford 
and Charlottetown, theatre has flourished most in the larger centres because 
of the concentration of population, resources and opportunities. However, 
smaller cities have been able to establish their own independent companies 
to reflect the tastes and expectations of their communities, and in many 
instances they have succeeded in presenting theatre of superior quality, in 
spite of the limitations imposed by a small population base. To ensure that 
such growth will continue, all levels of government should encourage and 
assist the operations of theatrical and other performing arts ventures in 
smaller cities in order to foster the development of local artists and stem the 
flow of talent and energy into a few metropolitan centres. 

One of the most exciting aspects of the theatrical boom in Canada has 
been the development of Canadian playwrights. In addition to the classical 
seasons offered by major festivals and the mixed repertoire presented by 
regional theatres, an impressive number of theatre companies now specialize 
in the production of contemporary, experimental productions and the work 
of regional playwrights. A few years ago, collective creations, in which actors 
develop plays from original sources, became an increasingly dynamic genre 
which has produced forceful social and political commentaries in dramatic 
form. In Quebec, a whole generation of artists in theatre cooperatives have 
chosen to devote themselves largely to collective work. Selfmanaged thea- 
tres have also mushroomed; here, as in collective theatre, priority is given to 
the creation of original work. 

New and developing playwrights have been assisted in a number of 
ways. Support and encouragement is given by organizations such as the New 
Play Centre in Vancouver, Playwrights Canada in Toronto and the Centre 
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d’essai des auteurs dramatiques in Montreal, which collect, print and distrib- 
ute new plays and help in the development of new texts from rough drafts to 
final form through workshops and public readings. 

Earlier we attributed this blossoming of playwriting to the interest 
shown by some theatre directors and companies in new Canadian plays. As 
an illustration of the talent that has been waiting for an opportunity to ex- 
press itself, one has only to cite the results of the competition sponsored by 
the Floyd S. Chalmers Foundation for new Canadian plays performed profes- 
sionally in the Toronto area. Within the first eight years of the competition, 
over 600 new Canadian plays were eligible for the award. Nevertheless, as 
the Guild of Canadian Playwrights pointed out to us, it is not possible for 
Canadian playwrights to live on royalty income alone, in spite of the in- 
creases in theatre audiences. In this field as in others, ways must be found to 
enable creative people to devote more time to their real work. 


The Canada Council and the Performing Arts 


In Chapter 2 we discuss the vital role played by the Canada Council in the 
cultural life of the country generally. The Council has assumed a special im- 
portance in the life of the performing arts. 

Without the support and encouragement of the federal government 
through the Canada Council, many of the country’s major performing arts 
organizations could not have survived the developmental period of the 
1960s, let alone achieved the growth and artistic standards that have 
brought them national and often international acclaim. Although the pro- 
vinces and municipalities have gradually assumed an increasingly important 
role, grants from the Canada Council have been the main source of public 
support for performing arts companies. Individual artists have continued to 
receive support through the Council’s Arts Awards Service. 


Changing Policy Priorities 

Well over a decade ago the Canada Council recognized that performing arts 
organizations (like institutions in many other areas of our cultural life) would 
require continuing federal operating support to maintain their level and stan- 
dard of activity. In accepting this responsibility, the Council committed a con- 
siderable portion of its annual budget to the continued support of established 
performing arts institutions. 

Over the past few years, budgetary restrictions have created multiple 
problems for the Canada Council, with the result that it has been impossible 
to do much more than maintain the commitments already made. It has 
become increasingly difficult, for example, to assist younger companies or 
those working in newer art forms or in regions outside major urban centres. 
The Council has therefore found itself accused of being ‘establishment- 
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oriented” and “insensitive” to newer companies just as they are beginning to find 
their audiences. At the same time, however, it has not been possible to in- 
crease grants significantly to established companies. Inevitably, serious defi- 
cits have begun to accumulate and, as we mentioned earlier, the very sur- 
vival of some of the country’s most prestigious performing arts companies is 
now being threatened. It would be regrettable indeed if the Canada Council, 
after playing such a vital role in supporting the performing arts, could provide 
no more than status quo funding. Such funding is not adequate to support 
the tried and true, nor dynamic and flexible enough to respond to the new. 
Council policies must evolve to reflect the changing situation in the arts. 
For the performing arts, as for all other cultural disciplines, our Com- 
mittee has recommended that increased stimulation of Canadian creative 
work and the development of resources and audiences in all regions must 
be the policy priorities over the next decade. In our opinion, the Canada 
Council must now reconcile these new priorities with the basic criteria long 
established for the operation of its performing arts programs and with its 
traditional commitment to provide “responsive” operating support. We 
recognize that it will require some adjustments on the part of both the Coun- 
cil and the subsidized organizations but the commitment must be made. 


Touring Office Support for the Performing Arts 

Although touring is extremely expensive in a country as vast as Canada, it re- 
mains an essential aspect of cultural exchange between the many com- 
munities and regions of the country. For many small communities, visits by 
touring artists and companies are often the only contact made with the pro- 
fessional performing arts. 

When the Touring Office of the Canada Council was established in 
1973, several functions were assigned to it. The agency was to serve the 
Canadian performing arts by providing information and consultation ser- 
vices, by acting as a booking agency and an impresario, and by offering sub- 
sidies for touring. The Touring Office has effectively fulfilled many of these 
functions. 

The Touring Office has also encouraged its clients to learn how to ar- 
range their own tours using, when possible, independent booking agents and 
local sponsors to whom the Touring Office has offered guidance. Tours sub- 
sidized by the Touring Office are now almost always initiated and managed 
by individual artists and companies. On a limited number of occasions, the 
Touring Office has initiated and financed, on a cost-sharing basis with pro- 
vinces, special package tours for individual artists and companies. 

The Committee agrees with the emphasis placed by the Touring Office 
on the creation of independent, self-reliant networks to promote and coordi- 
nate performing arts touring in Canada. Recognition of the role of the im- 
presario and the artists’ manager is relatively recent in Canada. Individuals 
working in this field still require support and efficient information services. A 
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central computerized information system which provides cross-country ac- 
cess to current listings of artists and groups available for tours, potential 
sponsors and possible venues would greatly facilitate advance planning and 
national tour bookings. 

In all of its activities, the Touring Office must continue to collaborate 
closely with provincial touring programs. Touring Office support is especially 
important for the French-language theatre companies whose touring possi- 
bilities are limited to Quebec (tours inside a single province are not at present 
subsidized by the Touring Office) and occasionally the other French-speaking 
regions of the country. In addition, the Touring Office should give considera- 
tion in its future planning to the needs of certain variety artists and jazz and 
folk musicians. It should also respond to requests for support for tours and 
festivals of performing arts productions for young people by developing a 
coherent youth access program. For international touring, the Canada Coun- 
cil would be deeply involved with the proposed international cultural agency 
recommended in Chapter 11. 


Seed Funding, Parliamentary Funding 

One initiative recently undertaken by the Canada Council is the Performing 
Arts Venture Capital Fund. This fund allows the Council to invest in produc- 
tions in all performing arts disciplines, permitting the extension of runs and, it 
is hoped, engendering a measure of commercial success. Such a fund, we 
believe, is a logical extension of the deep involvement of the Council in the 
performing arts. By giving seed money support to commercial performing 
arts ventures, the Canada Council will reduce the pressure on the major sub- 
sidized companies to offer such programming to their audiences. This in turn 
will allow these companies to realize more fully their special responsibility to 
stimulate Canadian creative work. The establishment of the fund may have 
been ill-timed, given current economic conditions. In spite of some strong 
reservations voiced by segments of the performing arts community, we feel 
in general that the concept can have positive long-term effects. 

As we state in Recommendation 9, the Canada Council is, and should 
continue to be, a primary vehicle through which the federal government pro- 
vides assistance to the arts. And in view of the Council’s importance to the 
performing arts, we would like to restate the essence of that recommendation 
here. We believe that to fulfil its current responsibilities, and the additional 
ones we feel it must undertake, the Canada Council should receive a 
substantial increase in its parliamentary appropriation to permit new pro- 
grams — as well as current ones — to be developed and sustained. 

The Council, in its presentation to us, has indicated that an appropria- 
tion about twice the present one is required. Although we would prefer not to 
be so specific, we would stress that the government’s support should reflect 
the real as distinct from the nominal value of the Council’s grants, with due 
regard for the consequences to the cultural life of Canada if this support is 
allowed to diminish. 


The Performing Arts 189 


The federal government showed initiative and awareness in establish- 
ing the Canada Council and its many other arts and heritage support pro- 
grams. Because the government increased its support over the years, this 
country was able to achieve a great many cultural gains in a markedly short 
span of time. The government’s continued understanding and relatively small 
financial commitments can allow the momentum it has initiated to continue. 


The National Arts Centre 


In Chapter 3, ““Marshalling Resources,” we undertake a discussion of “govern- 
ment as proprietor.” We make the point there and in other chapters that the 
programs of state-owned enterprises such as the National Arts Centre 
in Ottawa should complement those of nongovernment ventures in the 
field. It is with that principle in mind that we have reviewed the role and pro- 
grams of the Centre and make specific suggestions for its future. 

The National Arts Centre was designed as the major centennial project 
of the federal government ‘to develop the performing arts in the National 
Capital region and to assist the Canada Council in the development of the per- 
forming arts elsewhere in Canada.” It was completed in 1969 at a cost of 
$46 million. 

The Centre houses superb and versatile performing arts facilities. It has 
highly skilled production and administrative personnel who have respect for 
artists, their needs, and their aspirations for excellence. This combination of 
technical and human resources makes the National Arts Centre one of the 
finest performing arts institutions in North America. Its 1980-81 appropria- 
tion from Parliament totaled $10.9 million. 

The Centre’s three theatres have played to very good houses for nearly 
all of their seasons. During its first 10 years the Centre staged more than 
8,000 individual performances for which almost seven million tickets were 
sold. More significant than these figures is the extent of the dramatic change 
the Centre has made in the cultural life of the National Capital region. 


Music at the Centre 

From the beginning the Arts Centre planned to have its own orchestra - a 
“concert-size” ensemble of 44 players that could tour easily, that would not 
have to compete with the nearby Montreal and Toronto symphony or- 
chestras, and that would be less expensive than a full orchestra. The 
achievements of the National Arts Centre Orchestra under Mario Bernardi, its 
first conductor, have been notable. It has been acclaimed not only in its own 
home but also on tour in Canada, the United States and Europe. Its touring 
began in 1970 and has been sustained annually ever since, with visits to 
large centres in Canada and to small communities that cannot accommodate 
big orchestras and therefore hear little live orchestral music. All of Canada 
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has benefited from the orchestra’s performances, and it has earned a reputa- 
tion as one of the best ensembles of its kind in the world. It has often com- 
missioned composers to provide works for its repertoire and has made 
several recordings. 

The creation of the orchestra has contributed significantly to the vitali- 
ty of local musical life. Most members of the orchestra teach, either privately 
or in institutions in the area. Many play in chamber music ensembles outside 
the Arts Centre. The orchestra is also involved in the many state and 
diplomatic occasions which the National Arts Centre is called upon to 
organize. 

In addition to its regular orchestral and chamber music concerts, the 
orchestra also plays for the annual summer opera season, “Festival Ottawa,” 
which was begun in 1971. This Festival features presentations of three or four 
operas, a chamber music series and ancillary events of interest, attracting 
respectably large audiences. However, concerns have been expressed to us 
about this aspect of the Centre’s activities. The 1982 opera season, for exam- 
ple, offered three operas and two additional works in concert version, for a 
total of 13 performances. Other Canadian opera companies feel deprived of a 
chance to participate in the Festival, and it is felt that too few Canadians 
benefit in view of the considerable costs involved in mounting such works. 
On the other hand, we can envisage a varied and exciting summer festival 
that can become an even greater attraction for both residents and tourists. 


Theatre, Dance and Variety Programming 

Resident theatre companies were formed at the National Arts Centre only in 
i972, three years after the orchestra’s debut. The first companies established 
were Hexagon and |’Hexagone, the English and French ensembles created 
(in the 1972-73 season) to produce theatre for young audiences. The English 
company was disbanded in 1976; as of the 1982-83 season, |’Hexagone will 
no longer maintain a resident company, but will, instead, become a co- 
producer of French-language theatre for young audiences, working closely 
with companies in regions where artistic and audience development are at an 
earlier stage. Through the |’Hexagone program, the NAC will offer these com- 
panies additional budgetary resources to engage outside professional and 
touring expertise. Co-productions will be featured as part of the Theatre for 
Young Audiences programming at the Centre. 

It was not until 1977 that resident “mainstream” companies began 
producing plays for general audiences in both official languages. These com- 
panies toured the country in their first year to very mixed reactions and have 
not toured subsequently. The French company was disbanded at the end of 
the 1980-81 season, but the English company continues to contribute a 
reduced number of productions to the season. 

Criticism of the National Arts Centre Theatre Company and of la Com- 
pagnie du Centre national des Arts has focused on the lack of a distinctive 
programming policy. NAC seasons have turned out to be no different from 
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those offered by the major regional theatres, and they do not sufficiently 
reflect the diversity of theatre activity existing elsewhere in Canada. In addi- 
tion, local professional theatre artists and groups have found it difficult to find 
a place in the activities of these two companies. Indeed, the almost over- 
whelming resources of the Centre have tended to impede the independent 
development of these artists. 

The resident members of the NAC theatre companies have been less 
successful than the orchestra members in integrating their professional lives 
into the community life of the Ottawa-Hull region. This situation is un- 
doubtedly due in part to the fact that few of the employment opportunities 
which usually supplement actors’ incomes — such as television, film and 
advertising contracts — are available there. 

Because the National Arts Centre has never had a resident dance com- 
pany, dance is probably the performing art form most effectively showcased 
at the NAC. The “Dance Showcase Series” has succeeded in creating a sus- 
taining and appreciative audience for dance. The major ballet companies in 
the country are virtually assured of an annual engagement in this series. 
Canadian contemporary dance companies, however, have not been well 
represented. 

Variety programming fills about one-third of the NAC’s schedule each 
year. Although the Centre sometimes invests and shares risks in that field, 
most of these shows are presented by impresarios who rent the facilities in 
order to present stars and groups, often from outside Canada. Revenues from 
such rentals account for a substantial part of the NAC’s overall earnings. 

In the future we would like to see many more Canadian companies and 
performers on NAC stages. An engagement there should be the cornerstone 
of all touring by these artists. Close collaboration between the National Arts 
Centre and performing arts organizations in other countries should be sought 
to assure a flow of worthwhile productions for touring throughout Canada. 
Quality international productions have always been of interest to Canadians 
and, as we noted at the beginning of this chapter, access to the international 
repertoire is an important part of our cultural lives. 


Showcasing the Arts 

Without a doubt the National Arts Centre has been successful in providing 
rich performing arts fare in the Ottawa-Hull region. It has been less successful, 
however, in fulfilling that part of its mandate which calls upon it to assist “in 
the development of the performing arts elsewhere in Canada.” 

We are pleased to note, therefore, that the NAC has announced its in- 
tention to adjust its programming policy to increase opportunities for the 
showcasing of theatre and dance companies from other parts of Canada. 
There are now many such organizations which meet high standards of ex- 
cellence and which have the stature to display their work on a national stage. 
The National Arts Centre is a natural and obvious showcase for such work. 
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Co-productions can also produce beneficial results. An extensive pro- 
gram of co-production with established companies from other parts of the 
country could stimulate the creation of new works all over Canada, and 
would make available NAC production expertise and provide cost-sharing 
benefits. The results of such collaborations would provide interesting 
theatrical experiences for the patrons of the NAC and for those in the home 
theatre of the company involved, as well as for audiences elsewhere. What 
has already been accomplished along these lines is creditable, and we hope 
that the principle of co-production will become an established policy. A 
showcasing and co-production policy at the National Arts Centre would ob- 
viously require close collaboration with the Touring Office of the Canada 
Council. 

An engagement at the National Arts Centre should become a confirma- 
tion, a high point, in the careers of individuals and companies. We agree with 
the view expressed in the National Arts Centre brief to this Committee that it 
has a “particular responsibility to arrange for the exhibition... of the most 
creative and technically accomplished work being carried out in the perform- 
ing arts in Canada.” We ask the Arts Centre to reexamine its policies and ad- 
just its priorities toward that objective. For its theatre and opera activities, we 
ask it to substitute a showcasing mandate for its present one, which is built 
on the concept of resident companies and productions. We make an excep- 
tion in the case of the resident National Arts Centre Orchestra, which is 
unique in the country. The orchestra provides a valuable service not only to 
its immediate community and to visiting companies, which may employ it as 
a pit ensemble, but also to Canada as a whole. 


43. The National Arts Centre should adopt a policy of show- 
casing the best available Canadian talent and productions in 
all the performing arts, in addition to outstanding artists 
and productions from other countries. It should forego in-house 
productions of theatrical and operatic works in favour of 
co-productions with other Canadian companies. The National 
Arts Centre Orchestra, however, should remain as a resident — 
and touring organization. 


We are ready to acknowledge that creative showcasing and useful co- 
production programming are not likely to be less costly than the current 
range of NAC activities. Nonetheless, by assuming its role as the main na- 
tional stage for all of the performing arts and by sharing its resources with 
companies and artists from other parts of the country, the NAC can greatly 
enrich cultural life in Canada. 


Radio and Television at the NAC 
Over the years CBC radio has broadcast a substantial number of concerts by 
the National Arts Centre Orchestra. Television viewers have seen and heard 
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the orchestra all too rarely, however, while the operas have been televised on 
only a few occasions and the theatre companies not at all. The CBC seems to 
be the only broadcaster interested in the offerings provided by the National 
Arts Centre, and mainly through its radio programming at that. The Centre’s 
showcasing presentations, in particular, should be seen by all of Canada, and 
we hope that the CBC, pay-television programmers or other broadcasters will 
create television programs from that rich source. 

In its brief to the Committee, the National Arts Centre stated that “as a 
national stage [it] must be brought to Canadians on a regular basis through 
the medium of television.” We endorse this statement. 


Policy Development in Concert 


The performing arts are crucial to the cultural life of this country. It is also our 
opinion, confirmed by the results of our policy review, that all those involved 
in the performing arts in Canada — whether through professional, amateur, 
commercial or nonprofit operations — should be able to receive federal 
assistance whenever that assistance is necessary to ensure that the creative 
work of Canadian artists becomes more accessible to our own and to interna- 
tional audiences. 

We believe, in addition, that all levels of government have a special 
responsibility to assist professional nonprofit performing arts organizations 
to achieve excellence in performance, and to attract larger, more varied and 
more critical audiences. All of these organizations provide opportunities for 
the production of works by creative artists — the composers, playwrights and 
choreographers whom we identified at the beginning of this chapter as essen- 
tial members of the performing arts team. 

To effect the quality and levels of federal government support we en- 
visage, and to assist the federal cultural agencies to meet their own obliga- 
tions on behalf of the performing arts, we stress the need for regular consulta- 
tion by federal agencies with the arts community generally, and with provin- 
cial arts bodies, municipal officials and their arts councils, and the business 
community. Issues that should be addressed in such consultations include 
training, touring, matching funds, capital assistance, community arts acti- 
vities and arts in education — to name only a few. 

Developing a federal policy of comprehensive support to performing ar- 
tists and performing arts organizations requires the nurturing of many com- 
plex and ongoing partnerships. We believe that this challenge must be met. 
Sustained support to the individuals and organizations working in the perfor- 
ming arts will provide more opportunities for Canadians to share in those 
special moments when the house lights are dimmed, the curtain rises, and 
the performance begins. 
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Writing, Publishing 
and Reading 


The title of this chapter reflects a fundamental thesis of our Report: that the 
creators and producers of cultural materials do not work in a vacuum, but are 
an integral part of a human community. In the context of literature, Margaret 
Atwood has stated our case for us most eloquently: “Writer and audience are 
Siamese twins. Kill one and you run the risk of killing the other. Try to separate 
them, and you may simply have two dead half-people.” 

We are speaking, then, about a symbiotic relationship among writers, 
publishers and readers. A writer may exist without readers, and a person 
without reading, but each lacks a major dimension of human contact. Pub- 
lishers, for their part, make that contact possible. 

Even this description does not do justice to a process that includes the 
roles played by editors, translators, designers, printers, booksellers, librarians 
and critics. All of these contribute in a unique and vital way, a fact that 
underlines the collective nature of the literary experience. 

In Canada, governments have supported this collective enterprise to an 
increasing extent in recent years. They have done so without political in- 
terference in what is written, published or read — an approach that is just as 
essential to preserving freedom of thought and expression as it is native to 
Canadians’ view of their governments’ relationship to culture. The federal 
government in particular has provided that support directly to writers and 
publishers, leaving readers — the largest group — more or less alone. 

There have been good reasons for this particular emphasis in cultural 
policy. Writers and publishers make up the first two links in the literary chain, 
setting the process into motion; without them, there would be little Canadian 
literature for readers to read, critics to analyze, booksellers to sell or printers to 
print. At the same time, writing and publishing are both extremely fragile ac- 
tivities economically in the relatively small English- and French-language 
markets in Canada. Those Canadians who choose to earn a living by writing or 
publishing books and magazines, particularly of an artistic or cultural nature, 
frequently work within economic constraints that necessitate a measure of 
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financial support in addition to what the marketplace yields. But government 
cultural policies encourage and stimulate the suppliers of our literature essen- 
tially because the ultimate beneficiary is the Canadian reading public. 

These policies have borne abundant fruit. As the Canadian Conference of 
the Arts reminded us, “Over the past 10 years there has been an extraor- 
dinary growth in Canadian writing and in the size and enthusiasm of Canadian 
audiences for new writing of all kinds by Canadians living in all parts of the 
country.” By contrast, the authors of the Massey-Lévesque Report concluded 
30 years earlier that ‘among the various means of artistic expression in 
Canada, literature has taken a second place, and indeed has fallen far behind 
painting.” They went on to ask, almost plaintively: “Is it true, then, that we are 
a people without a literature?” 

Such a question need scarcely be asked today. In quantity, quality and 
public interest, both at home and abroad, Canadian literature has attained a 
state of development unimagined in 1951. The same may be said of the 
publishing, bookselling, library and critical professions which sustain our 
literature. These are manifestations of a maturing society for which the credit 
does not belong to governments or their policies; but it is certainly true that 
government actions have played a significant supporting role. Far from being 
the country portrayed in the Massey-Lévesque Report as “hostile or at least in- 
different to the writer,” Canada now provides numerous forms of support at 
the federal and provincial levels for authors and their publishers. In return, the 
country is more than amply rewarded with a substantial variety of books and 
periodicals in both official languages which reflect the Canadian people to 
themselves and to the rest of the world. 

The members of the Massey-Lévesque Commission would have been 
happily astonished had they been able to foretell the national and interna- 
tional recognition that would be won by Canadian authors in the 1970s and 
early 1980s: Margaret Laurence, Anne Hébert, Robertson Davies, Yves 
Thériault, Irving Layton, Antonine Maillet, Margaret Atwood, Marie-Claire 
Blais, Farley Mowat, André Langevin, W.O. Mitchell, Gaston Miron, Mordecai 
Richler, Jacques Godbout, Mavis Gallant, Réjean Ducharme and Leonard 
Cohen are only a few who come to mind, in addition to those singled out for 
earlier recognition by that Commission: Gabrielle Roy, Morley Callaghan, Roger 
Lemelin, Hugh MacLennan, Gratien Gélinas and Earle Birney. Clearly, the writ- 
ten and published word is flourishing in Canada, signifying that the spirit of 
artistic and intellectual freedom is alive here as never before. 

In our travels across the country and in our own deliberations, however, 
we have become convinced that there is no room for complacency about these 
matters, and have detected a number of serious gaps and omissions in ex- 
isting federal policy which urgently need to be remedied. In the case of writers, 
we believe that their financial reward has been woefully inadequate consider- 
ing the public benefits received. As for readers, we are persuaded that their in- 
terests as consumers of Canadian literature have been neglected (perhaps 
inadvertently) by federal government policy, a concern that will lead us to 
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suggest ways of improving both public awareness of and public access to 
Canadian publications. We will also suggest ways in which publishers can 
be assisted to perform their cultural role. 


The Literatures of Canada 

Productivity and artistic maturity in Canadian writing might reasonably be 
said to have proceeded hand in hand since the days of the Massey-Lévesque 
Commission, and indeed to have followed a certain progression through the 
various literary forms during the past three decades. In the earlier years of 
that period, the most substantial and most interesting body of work probably 
belonged to our poets. By the mid-1960s, however, fiction had established 
itself as an equally fertile and variegated form in both our official languages. 
And during the past decade — say, since the arrival of Michel Tremblay’s plays 
on the Montreal stage and the original performances of George Ryga’s The 
Ecstasy of Rita Joe or James Reaney’s Donnelly trilogy — Canadian drama has 
begun to display strengths similar to those found in our poetry, novels and 
short stories. 

Other equally important branches of literature are also thriving: history, 
biography, social and political criticism, artistic criticism and children’s lit- 
erature. Popular authors as well as scholars have all made their distinctive 
contributions. Strengths in these fields once seemed more potential than ac- 
tual, but are now being realized in a steady flow of publications emanating 
from virtually all parts of the country. 

Such a varied and steady flow would not be possible without a diverse 
network of professional book and periodical publishers. From the small and 
somewhat unhopeful contingent that visited the Massey-Lévesque Commis- 
sion public hearings, the Canadian publishing community has grown in 
several significant ways. Today there are book publishers in every province, 
some specializing in works by the writers of their particular region. Among 
the new regional houses are several French-language publishers located in 
New Brunswick, Nova Scotia, Ontario and Manitoba. And among the English- 
language houses, several have built on a regional base to develop an en- 
thusiastic national market for their works. 

Another aspect of the evolution in Canadian book publishing has been 
a degree of editorial specialization unknown in the 1940s or 1950s. In addi- 
tion to the regional presses, we now have both English- and French-language 
publishers specializing in history, politics, women’s issues, children’s lit- 
erature, art books and how-to books. We have publishers serving the pop- 
ular tastes of the mass market, but we also have literary presses in many 
parts of the country producing small printings of exciting and often 
sophisticated new work by poets, playwrights and fiction writers. All these 
types of publishers — some of them large, but many of them relatively small 
in scale — add a vital creative dimension to the scholarly lists of the university 
presses, the textbooks of educational publishers and the output of more 
general “trade” houses. 
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Although some of the largest book publishing companies are foreign- 
owned, chiefly in English-speaking Canada, today’s industry contains a 
substantial majority of firms owned in this country. Indeed, Canada 
possesses a remarkably well rounded domestic publishing industry. That fact 
is all the more striking considering the relatively modest size of our two 
markets, the enormous amount of competition within those markets from 
books imported from the United States, France and the United Kingdom, and 
the extremely difficult economic times. Canadian book publishing, then, is a 
success story — at least in cultural terms, if not often in financial ones. 

A similar story may be told about magazines and periodicals. Cana- 
dians now have access to an impressive cross-section of periodicals of their 
own. These range from newsmagazines through broadly based consumer 
magazines to publications appealing to all manner of specialized interests, 
whether artistic, scientific or recreational. Some of these are scholarly jour- 
nals, while others are “little magazines” whose openness to experimental 
work in art and literature is so essential to a living culture. The emergence of 
regional voices has also been a recent factor in magazine publishing, and 
several magazines aimed at the narrower market of a city, a province or a 
region have experienced success. 

The periodical industry as a whole, however, resembles the book 
publishing industry in demonstrating more frequent cultural successes than 
financial ones. Again, a small population spread across a vast geographical 
area in two linguistic markets, sometimes overwhelming foreign competition, 
rising costs and a depressed economy combine to make life precarious finan- 
cially for magazine ventures, particularly new ones. 

In the end, Canadian publishing ventures of all types have been sus- 
tained by the creativity of writers and the interest of readers. These forces 
have converged just at a time when electronic imagery might seem to be 
diminishing public concern with the written word. Yet there has been renew- 
ed interest in exploring and expressing the Canadian reality precisely through 
books and magazines. Far more Canadians than ever before are becoming 
writers and publishers, and in the process providing alternative voices to the 
products of a mass electronic and print culture emanating chiefly from the 
United States. And Canadians have proved ready for a richer diet of books 
and magazines of their own in the post-television age, while still keeping their 
minds and borders open to publications from other lands. 


Government Support of Literature 
In recognition of these trends, the federal government increasingly placed 
financial resources at the disposal of Canada’s writers and publishers from 
the late 1950s onwards. 

The first federal organization to provide this type of support was the 
Canada Council, which immediately after its establishment in 1957 began 
making individual grants to creative writers, scholars and a few publishers of 
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books, literary and artistic magazines, and scholarly journals. In the years that 
followed, the Council’s support to writers and scholars expanded, until in 1972 
it undertook the major programs of assistance to publishing which continue to 
this day, administered in part by the Council and in part under the aegis of the 
Social Sciences and Humanities Research Council. Since then, the Canada 
Council has received the means to assist the promotion as well as the publica- 
tion of Canadian books and periodicals; measures to assist the foreign 
marketing of Canadian books have been taken; a co-publication program has 
been instituted at the Department of Supply and Services to cooperate with 
the private sector in publishing books, in both official languages, originating 
from federal departments; and the Foreign Investment Review Agency has 
become concerned with limiting any further expansion of foreign ownership in 
the Canadian book publishing industry. An attempt to strengthen the 
periodical press was undertaken in 1976 with the passage of Bill C-58, an 
amendment to the Income Tax Act to enhance the attractiveness of advertis- 
ing in Canadian periodicals and broadcasting outlets. Finally, in 1979, a major 
new development program for Canadian book publishing was launched 
within the Arts and Culture Branch of the Department of the Secretary of State. 
Transferred to the Department of Communications in July 1980, with that 
department’s assumption of responsibility for arts and culture, the program in- 
cludes substantial support for sales and marketing of Canadian books, as well 
as for structural and professional improvements within the industry. 

Provincial governments, too, provided new forms of direct assistance to 
literature during the 1970s and early 1980s. Particularly large commitments 
were made by the governments of Ontario and Quebec, where the greatest 
concentrations of professional writers and publishers are located, but govern- 
ments of other provinces also became involved as the literary professions ex- 
panded within their jurisdictions. 

It is impossible, of course, to quantify the precise relationship between 
the advent of these forms of government support and the expansion of 
writing and publishing during the past 25 years. Nevertheless, it is significant 
that government assistance has remained an encouraging and enabling fac- 
tor, rather than a directing or controlling one. The degree of government 
involvement in supporting writing and publishing is considerably greater in 
Canada than in other nations that share our cultural heritages; citizens of 
those countries might conceivably ask if the various governments in Canada 
do not exercise too much influence on what is written and published here. 
They could be told unequivocally, however, that Canadian governments have 
not sought to use their programs of support as levers of censorship or pro- 
paganda, and that such a policy is consistent with the wishes of the Canadian 
people. 
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Writing 


Writers are an individualistic breed, and it is difficult to generalize about them 
with accuracy. It is even more difficult in a society like Canada’s where there 
are two official language groups with their own distinctive literatures. Cana- 
dian authors writing in French and in English work within different, if intersec- 
ting, literary traditions; perhaps even more fundamentally, they write by and 
large for different audiences with different sets of experience and expecta- 
tions. Market conditions facing Canadian writers and their publishers also dif- 
fer according to language. The French-language market is considerably 
smaller than the English-language one, but more concentrated geographically 
and therefore less costly to service. When Canadian writers or publishers look 
to the international market, those writing in English find their largest foreign 
audience just over the border, while those working in French must reach 
across the Atlantic. 

Regardless of language, the briefs we received from writers and their 
professional associations contained strikingly similar themes and concerns, 
tending to concentrate on incomes and economic justice. There was little 
doubt in the writers’ minds that the federal government should be concerned 
with these matters. The basic issue as they saw it might be summed up in 
the question: ‘Are Canadian writers receiving a fair return for the benefits 
that the public derives from their labours?” Their answer was a Categorical 
no, and they placed the onus squarely on the federal government to do 
something about the problem. 

Critical attention and media recognition have been coming to Canadian 
writers as never before, but they are not enough to live on. We have been 
enriched immeasurably by our storytellers, poets, playwrights, historians 
and social and political writers, and have gained in self-knowledge from their 
work. But do we give enough back? Do we reward our authors adequately, 
not only in return for past accomplishments but so that they will be en- 
couraged and enabled to continue producing in the future? The submissions 
we received argued that authors continue to be under-remunerated for the 
physical and spiritual energies they invest in their work, and this Committee 
agrees with that view. 

Although the problem is partly a result of market conditions and the 
narrow financial margins in publishing, it is apparent that authors are unfair- 
ly treated in certain respects that are the domain of public policy. Conse- 
quently, writers are less adequately rewarded, on average, than the various 
other professionals whose livelinood they make possible. In spite of the 
enlarged audiences for their work and the undeniable usefulness of grants to 
buy time from other duties, authors are scarcely more able now to function 
as full-time professionals than they were in the time of the Massey-Lévesque 
Commission. To illustrate this fact, a study prepared by the federal Depart- 
ment of Communications and based on Statistics Canada data for 1978 (the 
most recent available) shows that the median income from all writing sources 
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of full-time writers (defined as devoting more than 30 hours a week to their 
writing) was $7,000: a figure that was less than half the median income for all 
Canadian wage-earners in that year. In the case of those writers earning the 
majority of their writing income from book royalties, the median income from 
all writing sources was a mere $3,000. This situation is not only unfair, but a 
waste of creative resources. When writers are hindered from realizing their 
creative potential, Canadians are deprived of the full benefits that their 
authors can provide. 

Not all the problems facing writers are amenable to solution by govern- 
ment. Whether an author or book or periodical is critically successful, or wide- 
ly read, or receives a grant, is not a matter for legislation. But this Committee 
advocates that insofar as government is able to remedy existing abuses or 
enhance financial recognition on the basis of equity, it should do so. We en- 
dorse the position of the Writers’ Union of Canada, stated at one of our hear- 
ings, that since writers do not have a fixed income, they need as many 
sources of income as possible. Financial reinforcement, however, is not the on- 
ly issue at stake: we would also like to see increased exchange between our 
two literatures and expanded professional development opportunities for 
writers. 


Increasing the Flow of Income 

There are at least two main ways in which the federal government could in- 
crease financial rewards for writers: through grants and through payment for 
public uses of writers’ work. 


Writers’ Grants 

In writing, as in other fields of artistic creativity during the past 25 years, in- 
dividual grants have been particularly effective in producing completed works 
that have attracted significant public attention. A Canada Council or provincial 
government grant has often provided the free time needed by a professional 
author to finish a work in progress (although it is also true that most published 
manuscripts are written without the benefit of grants). 

The Canada Council provides grant support in two broad categories of 
literature. “Creative” writers in the fields of poetry, fiction and drama can ap- 
ply for the Council’s Arts Awards, while writers with nonfiction projects may 
seek assistance from the Council’s Explorations program. Our Committee has 
received no persuasive arguments that substantive changes are needed in the 
Arts Awards program for creative writers. In the case of assistance for nonfic- 
tion writers, however, there is a genuine case for change. The Explorations 
program has funded hundreds of valuable projects over the years in many 
disciplines and in all parts of Canada. The problem is that the average level of 
financial assistance it provides is considerably below the amounts set for 
awards for “creative” writers; hence professional writers of nonfiction are ef- 
fectively discriminated against in obtaining assistance for their work, which 
may be every bit as “creative” as the work of novelists or playwrights. 
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Professional nonfiction authors, however, often with many years of 
experience and even many books to their credit, have increasingly turned to 
Explorations for help. Probable sales in the Canadian market do not permit a 
publisher’s advance to be large enough to defray the author’s true expenses in 
the course of a long-term writing project, and a grant is often necessary to per- 
mit a book to be written. Unless such authors are scholars, in which case they 
can approach the Social Sciences and Humanities Research Council, Explora- 
tions is usually the only federal program available. 

The various branches of serious nonfiction (including such categories as 
history, biography, children’s literature and social, political and artistic 
criticism) have major significance within a mature literature. Canadians have 
shown outstanding ability in all of these areas, but these authors are not 
assisted as adequately as are ‘‘creative” writers. 


44. The Canada Council should put assistance to professional 
nonfiction writers on the same footing as assistance to 
fiction writers, without diminishing support to the latter. 


Payment for Public Use 

The other principal way the government could increase financial rewards for 
writers is through payment for public use. At present, authors are not ade- 
quately or fairly compensated for such uses of their work, particularly in two 
cases: library borrowing and photocopying. 

Ten countries in the Western industrialized world — the United Kingdom, 
Australia, New Zealand, the Federal Republic of Germany, the Netherlands, 
Sweden, Norway, Denmark, Finland and Iceland — already operate systems to 
compensate authors for library use of their books. These countries consider 
that authors are deprived of normal payment for services rendered if, after a 
one-time royalty payment on the sale of their book to a library, they receive no 
further remuneration, no matter how many times the book is borrowed. 

There is considerable variation in the systems in place in the various 
countries, particularly in the nature of the payments to authors and the 
methods of calculating these payments — that is, whether on the basis of 
library holdings or actual borrowings. Generally speaking, funds are provided 
for these programs directly by the national governments as a lump sum, 
rather than being collected in the form of dues from individual borrowers. But 
the intent is the same in each country: to provide financial reward to authors 
for the benefits accruing to the public from library borrowing of their works. 

In Canada we have no such system, but since 1976 the Canada Council 
has been studying the idea of a Canadian adaptation, and in 1981 presented a 
proposal to the government for a payment for public use scheme based on 
library holdings. The proposal was drawn up with the assistance of an ad- 
visory committee of writers, librarians and publishers, and involved the 
cooperation of both French- and English-language library communities and 
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associations. The latter fact is especially significant since the Canadian library 
communities, like their counterparts in other countries, initially opposed the 
idea on two grounds: that it would drain library resources if librarians had to 
administer a complex, circulation-based system; and that the notion of a lend- 
ing right or a compensation payment implied that libraries had been abusing 
authors and their rights, which librarians insisted was not a true reflection of 
the facts. In the end, Canada’s librarians felt that their reservations had been 
accommodated and endorsed a scheme of increased financial rewards to 
writers based on library holdings data. 

This Committee commends the Canada Council for the extensive and 
conscientious labours on behalf of Canadian authors represented by its pay- 
ment for public use proposal. In particular, we feel that the Council was correct 
in removing the question from the context of Copyright Act revision: inclusion 
of payment for public use within the ambit of Canada’s international copyright 
obligations would mean a heavy flow of payments to foreign writers, which 
would substantially dilute payments to Canadian authors and add enormous- 
ly to the workload and expense of administering the system. The type of 
scheme proposed by the Council represents an important contribution to fairer 
dealing between the Canadian public and our authors. 

‘We wish to take the payment for public use concept further, however, 
and extend it to another major use for which authors are now denied fair com- 
pensation: the widespread practice of photocopying. 

What could be called “the reprography revolution” has come about not 
only as a result of the almost universal use of the photocopy machine in of- 
fices, schools, universities, libraries and other places, but also because of new 
technologies of information storage and retrieval including word-processing 
and videotex. This revolution is of undeniable value to society and its 
members (including writers), but the losers are the very people who created 
the information and ideas in the first place — the authors themselves, who 
receive no financial reward for often quite extensive uses of their work over 
which they have no control. Legally, such uses are prohibited by the existing 
Copyright Act; but in practice, the provisions regarding illegal reproduction are 
quite unenforceable against the unthinking habits of hundreds of thousands of 
otherwise law-abiding citizens. The problem, then, is how to find a practicable 
and mutually satisfactory way for the public to compensate creators for 
reprographic as well as library uses. 


45. The federal government should establish immediately, out- 
side the copyright regime, a program to provide payment 
for both library and reprographic uses of the books of 
living Canadian authors. The basis for calculation of such 
payment should be the annual royalty payments to living 
Canadian authors. 
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While we respect the work done by the Canada Council, we are concern- 
ed that the benefits to authors of its proposal, including a maximum contribu- 
tion of $300 per title, are little better than token. The Council’s own sampling 
of Canadian libraries indicates that only 12 per cent of English-language titles 
and 18 per cent of French-language titles would qualify their authors for this 
maximum contribution. Furthermore, through its provision for benefits in 
every year in which a title remains on deposit in libraries regardless of how 
often (if ever) it is borrowed, or how little the author may have produced in 
the meantime, the scheme would tend to reward past efforts over current cre- 
ativity — a tendency which, we submit, would misdirect the emphasis of 
public policy. 

Like the Canada Council scheme, the approach recommended by this 
Committee provides benefits to Canadian authors in a neutral way, involving 
no value judgments of literary or other merit by the government. Unlike the 
Council’s scheme, however, our proposal contains a measure of relationship 
between creation and use. Because it keys payments to authors’ royalty 
statements from their publishers, our proposal offers four advantages: 


: It is more likely to stimulate further creativity, since royalties are a 
more accurate indicator than library holdings of whether an author is 
currently productive. 


: No book in print and actively selling would be excluded, whereas a 
scheme based on library holdings will exclude many such titles. 
: It can embrace the idea of compensation for reprographic uses, 


since royalty payments provide some indication of how much in 
demand a book is and therefore constitute a valid basis for compen- 
sating authors for both library borrowing and reprographic uses by 
the public. 

: The scheme can be adapted to other categories of creators who suf- 
fer a similar lack of compensation for public uses of their works, 
such as composers. 


We acknowledge that one group of authors would benefit more from the 
Canada Council’s proposal than from our own, namely, those whose books 
have gone out of print. Authors will receive nothing from our scheme for an 
out-of-print title, since such titles no longer earn royalties. Nevertheless, we do 
not believe that annual public payments can be justified simply because titles 
continue to occupy space on library shelves, from which they may or may not 
be borrowed. If there is a significant level of continuing public use, titles will 
tend to be kept in print by their publishers and will therefore be eligible for 
inclusion in our scheme. We can only repeat that we feel the public interest 
lies in rewarding and encouraging the maximum relationship between cre- 
ativity and public use. The federal government’s priority should be to compen- 
sate authors who are currently productive, rather than to rectify the errors 
of the past. 
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A second objection that we anticipate to our proposal is that by im- 
plicating reprography within it, we are condoning unrestricted photocopying 
and other means of reproduction without regard for copyright law. To that 
criticism we would reply that, for the foreseeable future, there is no way of 
compensating creators directly for actual instances of reproduction of their 
work; yet authors are being victimized daily by this shortcoming in society’s 
laws and practices, and are the group most vulnerable to it financially. 
Therefore we believe that the federal government should adopt some measure 
of redress, even if it is only an interim measure until a more adequate and 
direct form of compensation can be devised, and it is in that spirit that we put 
forward our recommendation. 

Because the scope of our proposal is broader than that of the Canada 
Council’s payment for public use scheme, a considerably larger budget would 
be required than the amount envisaged by the Council for the first year of its 
scheme ($1.3 million). We hesitate to mention an exact amount, but a 
reasonable target might be between 50 and 100 per cent of Canadian authors’ 
royalties, depending on the category of publication. Such a budget would be in 
the range of several million dollars — not an unreasonable amount, we submit, 
for the Canadian public to spend in recognition of intellectual and spiritual 
benefits received from its authors, and as an investment in their future 
productivity. 

Although we do not intend to describe a detailed administrative struc- 
ture, we do believe these seven points of principle should be respected: 


. Our recommendation for a basis of compensation different from that 
proposed by the Canada Council should not be used by the federal 
government to delay introduction of a compensation program, which 
is urgently needed and merited by Canada’s writers. 

. Authors who are already amply rewarded by the marketplace in a 
given year should have their benefits from the program limited, 
either by imposition of a ceiling or by graduated participation rates 
that decline as their royalties rise. 

: Because of the existence of high peak years in authors’ royalty earn- 
ing patterns, recipients of the program should be permitted to have 
their payment for a given year averaged over a period of three to 
five years. 

: Categories of publication that are important from a literary point of 
view but poorly remunerated, such as poetry and drama, should be 
given a greater weight within a graduated scale of benefits. 

. The categories of publication eligible for such a program require 
definition. Considerations that should be uppermost include Canadian 
authorship and, broadly speaking, the cultural or creative nature of 
the types of publication eligible. As is the case with the Canada 
Council’s program of publishing assistance, these criteria would ex- 
clude how-to guides, manuals, cookbooks, dictionaries and materials 
intended primarily for classroom use. 
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: Consideration should be given to assigning the administrative respon- 
sibility for such a program to the federal government’s primary agen- 
cy for dealing with writers, the Canada Council. 

. Although this scheme provides direct assistance to writers only, it is 
not intended to imply exclusion of publishers from any future copy- 
right regime that may be devised to establish collectives of profes- 
sionals for the purpose of compensating copyright holders for 
reprographic uses. 


Literature and Language 

The past 15 years have seen a gradual but steady increase in the number of 
Canadian titles published in English or French translation. Canada now has a 
community of highly skilled professional translators, including some specializ- 
ing in the difficult and creative work of translating literary works in poetry, 
drama and fiction. The availability of these translations has been an important 
element in enriching the literary and cultural experience of many Canadians. 
Most of these titles have been translated with the assistance of the Canada 
Council’s translation grants program. 

Undoubtedly, more could be done to build on these accomplishments 
and to expand Canadians’ interest in and knowledge of the literature and 
society of the other official language group. We must stress that any such ef- 
forts by the federal government should be undertaken not to further national 
unity or any other political purpose, but as a non-political form of cultural ex- 
change. We have two specific recommendations in this area, as follows: 


46. The Canada Council should raise the per-word rate paid to 
literary translators, which is the basis for its translation 
grants, to a level commensurate with rates paid to profes- 
sional translators of industrial and government documents. 


Such an increase is essential as a matter of justice and also as a practical 
matter so that capable translators will continue to be attracted to this type of 
work. If they are not, fewer works will be published in translation and Cana- 
dian readers will be the poorer. 


47. Federal agencies involved in assisting publication should pro- 
vide additional financial incentive to book and periodical 
publishers for issuing work translated into English or French 
from the other official language. 


Such publications tend to suffer larger deficits than similar works pub- 
lished in the original language, and financial recognition of this fact should be 
built into funding allocations. 
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Professional Development of Writers 

Writing is often described as a lonely profession. Indeed, it may be that the 
relative isolation of writers and the absence, until recent years, of a strong 
writers’ lobby have been factors leading to the neglect of their interests ad- 
dressed earlier in this chapter. 

In Canada, the writer’s isolation takes several forms. There is the usual 
condition of the profession in which writers, like painters but unlike perform- 
ing artists, work apart from their audience. Writers are often equally cut off 
from other writers with whom they could share the agonies and ecstasies of 
the craft. And overlying both these conditions is the geographical isolation 
from each other experienced by Canadians in all walks of life. 

In recent years, steps have been taken to offset the Canadian writer’s 
isolation and to bring authors closer both to their readers and to each other. 
For their part, writers have established new professional associations (and 
maintained older ones) from which they derive considerable benefits: personal 
contact with colleagues, pooling of professional resources and information, 
and stronger positions for negotiating and lobbying with publishers and 
governments. For its part, the Canada Council has funded various promotional 
projects of these writers’ organizations and has administered a program of 
public readings, which has brought Canadian authors face to face with their 
readers on many hundreds of occasions each year. The Council also operates a 
writer-in-residence program on a cost-sharing basis with post-secondary 
educational institutions. This program, complemented by various provincial 
government programs for artists-in-schools at the elementary and secondary 
levels, provides students with the opportunity to learn from professional 
writers at first hand, and gives the writers the rejuvenating experience of 
working with young people. 

These are highly beneficial activities for all concerned. We urge govern- 
ment arts funding bodies to continue them and, where deemed justifiable, ex- 
pand them with additional funding. There is, however, one area related to all 
of these but distinct from them where we believe a fresh approach would be 
fruitful: the professional development of writers. 

Our aim here is to make it possible for writers, even well established 
ones, to expand their professional horizons if they see fit, and to learn 
something new about the various branches of their craft. Our last wish would 
be to produce sameness, predictability or orthodoxy in Canadian writing, or to 
propose a centralized and centralizing institution such as a National Writers’ 
School. Instead, 


48. Federal assistance for workshops and seminars that bring 
writers together to learn from one another should be ex- 
panded and increased. Special emphasis should be placed on 
meetings between writers from different literary genres. 
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We have in mind occasions varying in duration from a few days to a few 
weeks, held in various settings in a variety of locations throughout the country 
and attended by writers who may be at different stages of their careers, but 
who are interested in imparting what they know to others and in learning new 
skills themselves. A novelist interested in writing for the stage, for example, or 
a playwright wanting to develop screenplays for film or television might at- 
tend these sessions, drawing on the experience and expertise of invited 
visiting writers. 

These professional development occasions, then, would be of short 
duration and relatively inexpensive; they could make use of existing facilities 
and would be designed to answer the needs of specific groups of writers, as 
perceived by the writers themselves. Opportunities should also be created for 
writers from the two official language groups to bridge their isolation from 
each other for mutual artistic benefit. 

If writers prove receptive to this idea, guidelines for such a program 
could be developed cooperatively by writers’ groups and the Canada Council, 
and program funding could be provided by the Council. It seems to our Com- 
mittee that such a program would have a beneficial long-term impact on the 
quality and quantity of writing being done in all forms, by giving writers the 
opportunity to challenge themselves and to grow. 


Publishing 


Authors need publishers almost as much as they need readers. Even before 
the invention of movable type, authors depended on intermediaries — clerics 
and scribes — to copy their works and put them into circulation. Now a book or 
magazine publisher can deliver an author’s words to a potential audience of a 
thousand or a million, and new forms of electronic publishing via videotex 
systems and computer printout are becoming more of a reality every day. But 
publishers can be far more than intermediaries or mere delivery systems: they 
may have a fundamental and profound influence on what writers write and 
what readers read. They can be creative partners with authors in developing 
story and book ideas and shaping manuscripts; frequently publishers and 
their editors approach writers with concepts for books or articles that they 
want written. Consequently, publishers and publishing have been the focus of 
a good deal of cultural analysis, policy-making and public funding in this coun- 
try in recent years. 

Naturally this observation applies to the daily press as well as the book 
and periodical publishing industries. The newspaper industry, however, does 
not come under our Committee’s mandate; the daily press has recently been 
the subject in its own right of a federally commissioned study, the Royal Com- 
mission on Newspapers, which reported in August 1981. For the purposes of 
this document, then, our concerns with publishing extend only to the book 
and periodical fields, especially those elements within them of a creative or in- 
tellectual nature, which are the most sensitive culturally and, at the same 
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time, the most vulnerable economically. There are other areas of print culture 
such as the business press and educational publishing which, while extremely 
important in themselves, must be beyond our purview. 

Both book and magazine publishing in Canada have achieved the 
editorial and regional specialization necessary to express the many aspects of 
our diverse society. Integral to this diversification has been an increase in the 
number of Canadian-owned publishing enterprises. Multinational publishing 
companies, by and large, have remained on the margins of this particular 
cultural evolution, since their presence in Canada is motivated more by 
business goals than cultural ones, and since they are excluded from the 
benefits of most federal and provincial assistance programs. 

Such diversification in publishing has been facilitated by the ease of en- 
try into the profession and the existence of government support. However, a 
price has been paid in national and regional markets that are relatively small 
and inundated with both imported and domestic products: low or nonexistent 
profits on the part of many Canadian-owned publishers (although by no 
means all). It is possible for publishers to make profits in Canada — for exam- 
ple, by concentrating on how-to books, specialized magazines catering to af- 
fluent consumers, romance fiction and certain kinds of textbooks, as well as 
importing the books of foreign publishers. But it requires a peculiar combina- 
tion of editorial acumen, professional skills, and personal ingenuity and 
sacrifice, as well as government support, to make any money or even to sur- 
vive financially by publishing original Canadian books or periodicals of cultural 
significance. Such publishing is not inherently profitable: on that point a divi- 
ded and sometimes fractious publishing community has been able to agree. 
The Association des éditeurs canadiens pointed out that in spite of current 
forms of government assistance, “the situation of a number of publishing 
houses remains extremely precarious. This is particularly true of those houses 
that publish only works of literature.” (Our translation.) The implication for 
government policy is clear. As the Canadian Book Publishers’ Council stated 
during our public hearings, “In the area of literature... for at least the 
foreseeable future, there will be many culturally important books whose 
publication requires direct subsidy.” 

Publishers themselves are the first source of subsidy for this type of 
publishing in both the book and magazine fields. In an impressive number of 
cases, they have mortgaged personal assets to publish Canadian writers and 
have subsidized their publications from their own pockets. It is after a concrete 
commitment of this sort has been demonstrated that government steps in to 
support Canadian publishers. All publisher support programs require a track 
record of some nature, either titles or issues published or sales achieved, as a 
criterion of eligibility. Federal support comes from several sources: chiefly the 
Department of Communications, the Canada Council and the Social Sciences 
and Humanities Research Council. In 1981-82, federal programs disbursed a 
total of some $16 million in grants and direct financial contributions for book 
and magazine publishing, of which approximately $13 million went in support 
of book publishing. 
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Although publishing in Canada, particularly book publishing, has a 
reputation of being heavily subsidized, this amount of direct federal support is 
quite modest when placed in context. It represents, for example, only about 
1.3 per cent of estimated net federal expenditures on culture for 1981-82 of 
$1.2 billion. Or it can be compared to the $931.7 million estimated by 
Statistics Canada to have been the wholesale value of the book market in 
Canada for the year 1980 (the most recent estimate available), of which 
$256.7 million is estimated to have been in sales of Canadian publishers’ own 
books. 

Government financial support does not appear to make publishers 
either wealthy or particularly profitable. A recent study of its membership by 
the Association of Canadian Publishers confirms this view. One reason for this 
may be that public subsidy constantly draws new and relatively untried 
players into the game, reducing the aggregate level of profitability as well as 
the average subsidy to any individual firm. In any event, it is true that most 
types of public subsidy in Canadian publishing represent an incentive to 
undertake kinds of publication which are not inherently profitable. 

In the absence of government support, Canadian publishers who are 
now financially sound or making significant profits would prcbably survive, 
but the same cannot be said of their current publishing programs. There 
would no doubt be sufficient publishing skills and sufficiently developed 
markets to ensure the publication of certain kinds of Canadian books for which 
there is high popular demand. But if government support to publishing were 
eliminated, the saving would scarcely be noticed, while much that is culturally 
valuable, although not profitable, in Canadian life and literature would be plac- 
ed in severe jeopardy. Much of the richness and variety that Canadian readers 
now enjoy in their literary experience would disappear. The result would be a 
truncated publishing industry whose survivors would be forced to publish on- 
ly the safer commercial properties and to rely more heavily (in the case of 
book publishing) on sales of imported titles. Many of these survivors would be 
the larger and more diversified firms for whom publishing Canadian authors 
might have to become, relatively speaking, a sideline. Thus authors would lose 
too. Many smaller publishing houses and periodicals whose primary or sole 
activity is publishing Canadian authors would be pushed to the crisis point; 
they would have to change their publishing goals, their very raison d’étre, or 
face extinction. 

Our conclusion is that this would be a highly undesirable outcome. If 
there is a public cost in supporting the publishing infrastructure we now have 
in order to ensure the availability of a wide range of works by Canadian 
authors, then there is an even greater cost if we eliminate that support. Our 
Committee wishes to affirm, therefore, the fundamental social and cultural 
value of continuing direct federal assistance to Canadian publishers of both 
Canadian books and periodicals. 


Writing, Publishing and Reading 213 


Book Publishing 

Although the level of activity in Canadian book publishing has risen during the 
past decade with the support of government, certain problems of the profes- 
sion remain and will not easily disappear. Some can be alleviated through fur- 
ther initiatives by government and by the profession itself, while others will in 
all probability continue, complicating the business of being a Canadian book 
publisher whether in the English- or the French-language market. 

Book publishing is, in the first instance, an easy business to enter. Re- 
maining in the business for a significant length of time, however, is a much 
more difficult matter. Early success and growth in book publishing (as in other 
industries) can often usher in a whole new set of problems, as the entre- 
preneur seeks working capital to finance expansion. Enlarged premises, over- 
heads and inventories can seldom be financed out of profits alone. 

Even if a publisher’s list has been profitable, with sales figures on most 
titles passing the break-even mark, two very troublesome practices of the 
book retailing system hamper the realization of those profits: relatively slow 
payment of accounts (commonly up to 120 days or more) and the policy of 
returning unlimited quantities of unsold books for credit. Both these practices 
not only complicate a book publisher’s financial planning and sometimes very 
survival, but discourage two potential sources of working capital: individual 
investors and Canadian banks. 

Bankers are disinclined to accept publishers’ inventories of books as col- 
lateral. Moreover, publishers usually lack those other assets that investors or 
bankers would find acceptable — buildings, land or machinery. These factors, 
combined with the uncertainty of a book publisher’s accounts receivable, lead 
the financial community to see the publishing community as a doubtful risk. 

This has been a traditional obstacle for the industry, and for many 
publishers it continues to be one. But it is a problem especially for publishing 
companies owned in Canada and operating mainly or exclusively in the Cana- 
dian market. These firms have consistently found that they have far less ac- 
cess to investment capital or bank credit in their own country than have 
multinational publishers backed by parent companies’ assets. As a result, 
Canadian-owned publishers have experienced a serious competitive disadvan- 
tage. This is far more than a business dilemma: it has grave cultural conse- 
quences, because it is precisely the Canadian-owned sector of the industry 
that undertakes the lion’s share of publishing of Canadian authors. For exam- 
ple, Statistics Canada has released figures from its survey of the book market 
to show that out of 5,668 titles published in Canada in 1980, 4,731 or 83.5 
per cent came from Canadian-controlled firms. 


Government Support to Book Publishing 
A decade ago, roughly speaking, governments in Canada began intervening 
to ensure the survival of a Canadian presence in book publishing. Among 
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the major initiatives taken were granting programs by the Canada Council, 
the Quebec Ministére des Affaires culturelles and the Ontario Arts Council; the 
bookstore accreditation system in Quebec; and the Ontario government’s loan 
guarantee and interest subsidy programs for Canadian-owned, Ontario-based 
book publishers. Today, every provincial government has programs to fund 
book publishing in one way or another, and a major program has been laun- 
ched by the federal Department of Communications which applies an in- 
dustrial development approach to book publishing. Most of these programs 
feature eligibility requirements concerning Canadian ownership and author- 
ship. The reason for these requirements is that the ultimate purpose of the pro- 
grams is not economic, but cultural; the aim has been not to create more jobs 
or contribute to the Gross National Product (although both have happened as 
an indirect result), but to ensure that Canadian authors in all fields of literature 
have access to professional publication and to their primary or nearest 
market, the Canadian public. In essence, the Canadian-owned publishing sec- 
tor has been governments’ chosen vehicle for delivering Canadian books to 
Canadian readers. 

Because of the simultaneous presence of these various forms of 
government support for book publishing, it can be difficult to trace specific ef- 
fects on the industry back to particular programs. One way of measuring the 
net effect of these programs, however, is to examine the share of the Cana- 
dian market held by Canadian books. The Statistics Canada market surveys 
have shown that in the latter half of the 1970s, Canadian publishers’ own 
books maintained one quarter to slightly more than one quarter of the total 
domestic market for books: in the most recent year for which figures are 
available, 1980, as we have mentioned, that share was $256.7 million out of 
$931.7 million, or 27.5 per cent. Most encouragingly, sales of Canadian 
publishers’ own books increased by 23 per cent over the previous year, com- 
pared to an increase of only 11 per cent for imported books. The ability of 
Canadian books to perform in this fashion must undoubtedly be traced to the 
creative abilities of their authors, but also in large measure to the continued 
existence, productivity and marketing efforts of Canadian-owned publishers 
assisted by government programs. | 

Some would disagree with the policy of directing most government 
assistance to Canadian-owned firms, and argue that the best way to support 
Canadian authorship would be to assist any publisher able to get those 
authors to market, regardless of the firm’s ownership. Such an approach ig- 
nores several basic facts about the book industry in Canada, the performance 
of firms within it, and the nature of the author-publisher connection. 

There is the fact, just mentioned, that multinational firms already enjoy 
a substantial advantage over Canadian-owned publishers in their access to 
working capital; in many instances their parent companies are wealthy cor- 
porate giants operating on a global scale. Similarly, the Canadian branches of 
multinational firms begin life here with the enormous advantage of sales 
revenues from the parent company’s product lines — the Canadian market for 
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which in many cases was originally developed by a Canadian agent or 
distributor before the multinational elected to assume greater control by 
establishing its own branch in this country. With assets like these, such com- 
panies scarcely need subsidizing by Canadian government cultural programs. 

Equally important is the matter of motivation. Most Canadian bran- 
ches of multinational publishers do not have as their raison d’étre the 
publishing of Canadian authors. They are here first and foremost to achieve 
the greatest possible market penetration for the parent company’s products 
and to return satisfactory profit levels to their head offices in the United 
States, France or Britain. Although honourable exceptions exist, very few 
foreign-owned companies publish Canadian novelists, poets or playwrights; 
and in two fields of publishing that have recently flowered in Canada, 
regional writing and children’s literature, the contribution of multinational 
publishers has been extremely limited, where it has existed at all. 

All of this is not to denigrate the accomplishments of foreign-controlled 
publishers in this country, but to explain some of the reasons why most 
federal government assistance to book publishing has been weighted 
towards firms owned in Canada which demonstrate a primary commitment 
to Canadian authors. Implicit in this commitment is the acceptance of high 
editorial costs, which are not borne by book importers and which cut into 
profit margins. By supporting Canadian-controlled publishing houses, govern- 
ments support the continuation and development of Canadian writing in 
many forms, as well as the reading public for Canadian works. 

At the same time, foreign-controlled publishers are in no way hindered 
from publishing such Canadian works as they see fit, while Canadian writers 
may receive government grants or awards regardless of whether. they 
publish with a Canadian-owned or foreign-owned house. This seems to our 
Committee to be an appropriate as well as an eminently practical policy for a 
federal government to pursue in this field, so long as it is applied in a manner 
consistent with principles of freedom of expression. It is also a policy which in 
the past decade has produced demonstrable cultural gains. By ensuring the 
spread and survival of our publishing communities, federal and provincial 
governments have fostered the existence of Canadian and regional literatures 
of considerable scope and increasing maturity. But there is, as always, room 
for improvement. 

The federal government, unlike certain provincial governments, has 
been reluctant to use fiscal measures such as loans, loan guarantees or in- 
vestment incentives as strategies for supporting book publishing. Instead, its 
chosen instrument has been subsidies. This is true of not only the relatively 
older granting programs of the Social Sciences and Humanities Research 
Council and the Canada Council, but also the Canadian Book Publishing 
Development Program established in 1979 and now administered by the 
Department of Communications. It would seem that the federal government 
has shared the banks’ view of book publishing as a bad business risk and re- 
jected long-term financial commitments in favour of the year-to-year cycle of 
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awarding subsidies. Even the Federal Business Development Bank, with its 
mandate to assist growing small businesses, has steered clear of involvement 
with publishing. 

Of the $13 million in federal direct subsidy to book publishing mention- 
ed earlier, over 90 per cent comes from two sources: the Department of Com- 
munications and the Canada Council. The approaches taken by these two 
organizations are markedly different in their methods and impacts. Their 
ultimate intent and stated purpose in policy terms — to support Canadian 
book publishing and, by extension, Canadian writing — is the same, but their 
strategies in pursuit of that objective are quite divergent. There is nothing 
wrong with that, of course, provided cultural goals are being met. But it is our 
view that these programs can be better designed and coordinated in order to 
pursue cultural goals more effectively. 

Broadly stated, the Department of Communications’ Canadian Book 
Publishing Development Program attempts to build companies, while the 
various Canada Council programs for publishing attempt to build books and 
authors. The Council bases its major support program, the annual block 
grants for book publishers, on the specific quantity and general quality of 
titles considered to be of cultural significance, receiving an assessment of 
these matters by a jury of leading professionals. The department, on the 
other hand, avoids cultural value judgments and keys the major part of its 
assistance to the sales figures of eligible companies. The Council provides 
reward and incentive for achievement in literary, regional and children’s 
publishing; the department offers reward and incentive for success in sales 
and marketing of books, with little regard for their content. The Council ex- 
cludes certain types of books from its considerations, such as how-to guides, 
cookbooks and educational materials designed for the classroom; the depart- 
ment embraces all of these categories, and also titles by foreign authors if 
they have been published and printed in Canada by an eligible publisher. 

Both these programs have a great deal of validity in their different ways. 
Both programs have been extremely important to Canadian book publishers, 
ensuring the survival of some and the steady growth of others. It is highly 
unlikely, for example, that we would have seen the regional and thematic 
diversification of book publishing without the Council’s programs. And without 
the departmental program, more than one productive and culturally impor- 
tant Canadian publishing house might not have lived to fight another day. 

There are also serious limitations to both programs. By concentrating on 
title content and output to the exclusion of a publisher’s overall financial situa- 
tion and business needs, and stressing ease of entry into its programs, the 
Canada Council, after 11 years of block grant funding, has ended up spreading 
its resources more and more thinly across an ever widening spectrum of 
publishers. For some years now, the block grants have fallen drastically short 
of even the specifically cultural needs they were meant to serve. The program 
administered by the Department of Communications was intended partly to 
counterbalance this deficiency, but has in fact benefited mainly the larger and 
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more profitable publishers, those with sales volumes of from $1 million to $20 
million a year. Because of its emphasis on company size, this program pro- 
vides little or no assistance to a part of the publishing spectrum which may 
show only modest sales but is vitally important culturally. Included in this last 
group are many regional, literary and other specialized presses. 

This analysis shows the effects of basing support for book publishing too 
narrowly on either title output or sales figures — that is, on either content or 
demand. Neither preoccupation constitutes a sufficient approach. If we adapt 
to publishing policy the central message of this Report about creators and au- 
diences, it becomes clear that cultural policy-makers should be concerned with 
both content (what writers write) and demand (what readers read). Within 
government support programs, then, publishers merit assistance not as final 
beneficiaries, but as the essential link without which writers and readers 
would not connect. 


A Cultural Policy for Book Publishing 

The approaches to book publishing taken by the Canada Council and the 
Department of Communications have not been articulated and presented by 
the federal government as being complementary to each other in any but the 
most perfunctory manner. Instead, there has been an unfortunate tendency 
within government cultural circles and the publishing industry itself to see the 
two approaches as incompatible and even antithetic. We feel that this type of 
thinking about federal cultural policy is likely to be counter-productive. It 
seems to us well within the realm of possibility to devise a subsidy program 
that embraces both content and demand simultaneously in a coherent at- 
tempt to serve cultural objectives. Such a program need not ignore the real 
financial needs and scale of operations of publishers, as the Canada Council 
tends to do, or the cultural and artistic context of publishing, as the Depart- 
ment of Communications tends to do. Nor would such a program, if adequate- 
ly funded, be forced to make false dichotomies between large and small 
publishers, or “commercial” and “cultural” ones. The program would repre- 
sent a clear statement about writing, publishing and reading as a complex 
cultural experience requiring a policy sensitive to the many variables within it. 


49. For the long-term future, the federal government should 
adopt a cultural policy for support to book publishing which 
would contain two major components: a comprehensive sub- 
sidy program geared to the twin elements of content and 
demand; and, in a supporting role, an economic development 
program as underpinning to the industrial structure of book 
publishing. 


We envisage the subsidy program adopting the Canada Council’s criteria 
for eligibility of titles, in order to direct the funds clearly towards the culturally 
significant portion of a publisher’s activities. It would thus exclude guidebooks, 
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how-to books, cookbooks and the like; it would give emphasis to works of 
Canadian literature for both adults and children, as well as belles-lettres in the 
domains of history, society, criticism and so on, by Canadian authors only. 
Grant allocations should reflect the numbers and cultural contribution of such 
titles as in present Canada Council practice; but in equal measure they should 
reflect the sales of those same cultural titles. In this way, the best of both the 
current approaches would be combined, but targeted clearly to the cultural 
element of a publisher’s list. This would eliminate the present misdirection of 
support by the Department of Communications’ Canadian Book Publishing 
Development Program to publishing activity that does not require or justify 
subsidy from federal cultural funds, such as publication of works by foreign 
authors. As for the location of this cultural subsidy program, it would be con- 
sistent with the views we expressed in Chapter 2 on the arm’s-length principle 
if it were administered by the Canada Council. | 

The second component of the policy, an economic development pro- 
gram, should complement the subsidy program rather than compete with it 
for funds or influence. The economic development program would perform 
specific industrial support functions not served by the subsidy program and 
would be administered by the Department of Communications. The program’s 
objective would be to strengthen the industrial structure of Canadian book 
publishing in order to assure the industry’s ability to fulfil its cultural role. 
Included would be a continuation or expansion of the following four functions 
of the existing departmental program: 


: Assistance for both collective industry and individual company pro- 
jects for domestic book distribution, with continued high priority for 
the introduction of a Canadian adaptation of the computerized book 
ordering and stock information system known as teleordering, in 
order to improve the service provided in both official languages by 
Canadian publishers to booksellers, libraries and their customers; 

: Foreign rights marketing and export assistance, to further the 
presence of Canadian writing and publishing abroad for the atten- 
dant cultural and economic benefits; . 

: Professional development of book publishing personnel; 

: Research and documentation for the book industry. 


The economic development program would also assume two major new 
functions to be discussed in a moment: 


: Funding research into adaptations of new technology to book 
publishing, whether in the areas of ordering and distribution or 
electronic publishing itself; 

: Administering a limited and highly selective loan or loan guarantee 
program for qualified publishers. 
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A future federal policy for book publishing such as we have outlined 
would strike an equilibrium between cultural and industrial needs, strengthen- 
ing our publishers in their cultural role to meet the challenges to survival and 
growth in the 1980s and 1990s. For the short term, however, we must 
acknowledge that, as we write, federal programs for book publishing are in 
place and functioning; in particular, the program administered by the Depart- 
ment of Communications appears likely to extend its activities at least until 
1985. As we have suggested, the subsidies provided by that program to book 
publishers do not in some respects address cultural needs or objectives with 
sufficient directness. Specifically, the program’s financial contributions related 
to sales volumes of highly commercial titles, textbooks and books by foreign 
authors manufactured and published in Canada do not constitute reward or 
incentive for undertaking Canadian publishing of appropriate cultural 
significance, and may merely be adding to the recipients’ profits without en- 
suring cultural benefits. In order to remedy this problem we recommend that: 


50. In the short term, the Canadian Book Publishing Develop- 
ment Program of the Department of Communications should 
adjust its criteria for eligible titles to reflect the same 

_ categories of culturally significant books assisted by the 
Canada Council. 


A Loan Program for Book Publishers 

A few words of explanation about our proposals for a loan or loan guarantee 
program and a new technology program are called for here; the former idea is 
particularly heretical in the context of federal support to publishing. As noted 
earlier, even though book publishing is an industry, the federal government 
has preferred to support it with subsidies rather than the type of fiscal 
measures applied to other industries. This is understandable to the extent that 
book publishing attracts many practitioners whose motive is not profit but 
cultural expression; it is not a particularly profitable field at the best of times, 
and indeed has had its share of business failures. On the other hand, some 
Canadian firms earn respectable profits in the book business, while others that 
run closer to the break-even level are soundly managed. Canadian book 
publishing could be said to have suffered from a bad press on the score of its 
financial management. 

It is noteworthy that the governments of both Ontario and Quebec have 
not shied away from extending loans or loan guarantees to qualifying Cana- 
dian book publishers. Indeed, for publishers in Ontario, the loan guarantee 
program is widely considered to be (in the words of the trade paper Quill & 
Quire) “the most useful government support strategy in operation.” This is 
because it provides not a quick once-a-year injection of cash from a program 
that may or may not continue in the years to come, but sustained access to 
the working capital which banks so often deny Canadian publishers. In addi- 
tion, the Ontario loan program provides a subsidy of half the prime rate of 
interest. 
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Although federal government policy-makers have rejected such an idea 
for book publishing in the past (as they have turned down tax incentives for 
investment in publishing), we feel that it now deserves to be reconsidered. One 
of the premises behind the Department of Communications program was that 
a cash-poor industry required injections of working capital to put it on its feet. 
If the premise proves correct, then by 1985, as a result of six years of such in- 
jections, at least some Canadian publishing companies will be in a position to 
be treated like responsible businesses. In that event there should be no 
reason, given full and accurate information and informed judgment about a 
Canadian publisher’s financial soundness, and a good understanding of the 
nature of the book business, why the federal government should not feel able 
to become involved, in a gradual and selective manner, with guaranteeing or 
extending bank loans to qualifying publishers. The Department of Communica- 
tions is developing extensive documentation on the financial histories of the 
publishing companies it supports. This information, combined with a financial 
assessment of a company’s future plans, would enable the program’s ad- 
ministrators to assess applications knowledgably and to limit the risk to the 
public treasury. Banks could be provided with a government guarantee for a 
specific portion of a publisher’s line of credit. Consideration should be given to 
providing an interest subsidy as the Ontario program does, to ease the burden 
of debt in these times of high interest rates. In some cases, coordination with 
provincial governments providing a similar type of assistance would be an ab- 
solute necessity. But in the case of publishers deemed risk-worthy, the provin- 
cial and federal governments would be strengthening each other’s judgment 
in the matter and sharing whatever risk might be involved. For publishers 
located in provinces that do not provide such guarantees, the federal program 
would be providing a measure of equalization of opportunity. We refer the 
reader to Recommendation 10 for a discussion of how the Federal Business 
Development Bank might be involved in the planning and operation of such a 
loan program. | 

It must be acknowledged that it will be of doubtful utility to many Cana- 
dian publishers to assist them to go further into debt. But there are three 
highly desirable advantages to a federal loan scheme for some Canadian 
publishers at least — those with a track record of sound financial management 
and profitability. In the first place, a loan program would assist them to move 
toward a greater degree of self-sufficiency, reducing their requirement for sub- 
sidy as a source of working capital (although, as noted earlier, it would not 
eliminate that need for certain types of publication of a culturally significant 
nature). 

A second advantage of the scheme is that it would provide the federal 
government with a tool for assisting educational publishing, without en- 
croaching on provincial jurisdiction over school curricula. At present, the Cana- 
dian Book Publishing Development Program of the Department of Communica- 
tions includes a component for supporting textbooks and related learning 
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materials. Because the program disburses these funds as a percentage of eligi- 
ble sales but does not require the funds to be applied to any specific educa- 
tional publishing activities, it is impossible to determine how, or indeed 
whether, this support actually benefits educational publishing. Federal sub- 
sidies to specific textbooks, on the other hand, would almost certainly be op- 
posed by provincial governments as an incursion into their jurisdiction. But 
loans related to educational publishing programs would enable the federal 
government to provide support to the development, production and 
marketing of Canadian learning materials for Canadian schools without actual- 
ly becoming involved in the content of those materials. 

A third advantage of a loan scheme relates directly to our other proposal 
for a program component concerned with new technology. As publishers 
adapt to technological change in various aspects of their operations — order 
processing, word processing, typesetting and electronic forms of publishing 
itself, especially in the realm of educational materials for both home and 
classroom — new types of capital investment will be required. Since such in- 
vestments will be critical if Canadian publishers are to remain competitive 
in products and service within a changing industry, they should be prime 
targets for assistance through loans. 


New Publishing and Distribution Technologies 

As to the new technology program itself, it should focus on two broad areas, 
at least initially: book ordering and distribution, and electronic publishing. 
Teleordering systems in the United States and Britain have demonstrated how 
the computer can streamline the cumbersome, slow and inefficient process 
whereby bookstores and libraries obtain books (and information about inven- 
tory and in-print status) from publishers and wholesalers. U.S. wholesalers are 
already providing such services directly to some of their Canadian customers, 
a situation that threatens not only Canadian publishers and agents, who are 
bypassed and thus lose import business, but also Canadian books themselves, 
which are seldom included in the databases. Perceiving the urgent necessity 
for a Canadian version of these systems, the English-language book industry 
has secured assistance from the Canadian Book Publishing Development Pro- 
gram for feasibility studies and start-up funding. A new program component 
dealing specifically with technological adaptations for book publishing would 
carry on from these promising beginnings, ensuring that adequate funding is 
provided to continue the structural development and technological updating 
of such a national system in both languages. 

The other area for action includes the whole spectrum of computer 
adaptations of the publishing process — computer-assisted learning and on- 
demand publishing being two of the most promising growth areas. We receiv- 
ed a most original and stimulating brief on the latter subject from the Coach 
House Press and the literary periodical Open Letter in Toronto. That brief 
prompted us to think of the computer as a tool for revolutionizing not only 
manuscript preparation, typesetting and the servicing of customer accounts, 
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but also the very process whereby readers obtain their literature. A future was 
described to us in which bookstore or library patrons could receive on-the-spot 
printouts of the desired publications from vast computer databases. Such a 
future is entirely conceivable given the rapid pace of technological develop- 
ment and would be especially useful in providing rapid and inexpensive ac- 
cess to reference materials, technical information and out-of-print literary 
works. At the moment it seems unlikely that such developments could render 
obsolete the physical book or the bookstore as we know it, since the book for- 
mat — particularly in paperback — is portable, inexpensive and therefore the 
most practical means of packaging literature for which there is some popular 
demand. But precisely because the pace of technological change is so rapid, 
we hesitate to predict the shape of things to come. We must content ourselves 
with urging government policy-makers to ensure that all writing and 
publishing support programs remain flexible enough to accommodate, 
wherever possible within their criteria and methodology, changes in publica- 
tion formats and processes that occur in the years ahead. 


The Government’s Co-publishing Program 

Finally under the heading of book publishing, we wish to draw the federal 
government’s attention to a most valuable program which appears in some 
danger of falling into regrettable neglect: the program of the Publishing Centre, 
Department of Supply and Services, for co-publishing government-originated 
books with private publishers. This program gives Canadians access at a com- 
petitive price to much useful and interesting research developed by depart- 
ments of their federal government. Canadian publishers are invited to submit 
tenders for the right to publish such manuscripts, which then receive profes- 
sional design, production and marketing through the bookstore and library 
systems instead of languishing outside public view. 

It has come to our attention that the Department of Supply and Services 
has pursued this program with something less than vigour; the full capacity of 
private publishers to participate in the program has not been exploited, 
especially in the French language. This seems to us an unfortunate and 
wasteful under-utilization of both public and private resources which might be 
more imaginatively combined for the benefit of Canadians. 


51. The Department of Supply and Services should operate its 
co-publishing program more energetically, seeking the par- 
ticipation of federal departments and Canadian publishers to 
the limit of their interest and capability. 


Magazine Publishing 

The distinctive role that magazines play in our culture was identified with 
precision by the Special Senate Committee on Mass Media (the Davey Commit: 
tee) in 1970: “Magazines are special,’ the Committee’s report stated. 
“Magazines, in a different way from any other medium, can help foster in 
Canadians a sense of themselves.” 
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Magazines serve specialized audiences that other media — newspapers 
and television, for example — cannot reach. Magazines speak to and for new 
constituencies, creating a sense of community among readers who share com- 
mon interests. The cultural benefits to a society as dispersed and diverse as 
Canada’s are obvious. 

Much that we have said about the creative successes and business dif- 
ficulties of book publishing applies with equal force to magazine publishing. 
Nevertheless, there are important differences between the two. Unlike book 
publishers, magazine publishers have a product that is highly defined, 
specialized and immediately recognizable, and they issue it on a regular, 
repetitive cycle. Unlike books, magazines must build and maintain a following 
over the long term. Most magazines must also win over a second group essen- 
tial to their survival: advertisers. 


Problems of Capital, Distribution and Competition 

Ideally, success with readers should lead to success with advertisers and thus 
to business success. But magazine publishing is not that simple. There is 
ample evidence in the form of good Canadian magazines and periodicals that 
have faltered or disappeared over the years to suggest that a magazine does 
not survive just because its readers like it. It must also face and overcome at 
least three orders of problems: capital shortages, distribution difficulties and 
foreign competition. 

Because a magazine must build up circulation and advertising over the 
long term while appearing promptly and regularly, a large proportion of its 
Capital is required up front. During the time it takes to become established, 
relatively little cash is flowing in from copy sales, subscription sales or adver- 
tising. Thus initial capitalization is crucial if the publication is going to have a 
fighting chance. At the same time, magazine publishers are carrying on a 
parallel struggle against inflationary price increases. In briefs to us, they 
reported recent annual increases in paper costs at well over 20 per cent (a pro- 
blem shared, of course, by book publishers), while postal rate increases have 
added greatly to the mailing and promotional costs of magazines distributed 
mainly by subscription. Magazine publishers have not felt able to pass on 
these increases in their entirety to their readers and advertisers. It is no 
wonder that magazine publishers, in the words of the Canadian Periodical 
Publishers’ Association, “live at the ends of their nerves and their bank lines.” 

Physical distribution is another difficult problem for magazine pub- 
lishers. Even if the preferred method of sales and distribution is subscriptions, 
which can be serviced through the mails, many magazines need to establish 
their presence on newsstands in order to gain enough visibility to attract 
readers and advertisers in the first place. Newsstand distribution is, however, 
monopolized by wholesale firms that control access to the retail accounts; if a 
magazine is not considered salable enough by such distributors to be worth 
handling, it will not penetrate the newsstand market to any significant extent. 
This problem is multiplied for periodicals that depend on reaching a broader 
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audience, since they must arrange separate distribution deals in each major 
urban or regional market. It is not surprising, then, that some of the Canadian 
magazines that have been most successful financially in recent years have 
been those based on a local market — a single city, province or region. Nor is it 
surprising that the other eminently successful phenomenon in periodical 
publishing recently has been the controlled-circulation magazine, which is 
delivered free to homes in selected neighbourhoods and thereby avoids the 
problems of newsstand distribution and display. 

To some extent these latter two types of magazines also avoid the third 
major problem facing Canadian magazines: foreign competition. A foreign 
magazine cannot replace a Canadian one based on the life of a particular city 
or region. Nor are foreign magazines likely to challenge Canadian controlled- 
circulation magazines in their own markets. On practically every newsstand in 
Canada, however, foreign magazines of many kinds outnumber their Cana- 
dian counterparts by 10 to one or more. And whether the magazine is 
American, French or British, it is assuredly enjoying the economic advantage 
of having its editorial, design and administrative overheads paid for by sales 
in its home market. Thus the publishers are simply shipping low-cost addi- 
tional copies into Canada, which they regard as merely a profitable extension 
of the home market. The Canadian magazine, on the other hand, usually at- 
tempts to recover all its costs from sales in the Canadian market alone. 

Not all these problems can be solved by government, or even addressed 
by a single level of government; regulation of wholesale distributors of 
magazines, for example, is a matter for provincial jurisdiction. Nevertheless, 
the problems are inextricably linked. Government action to remedy even one 
of them would undoubtedly have a beneficial influence on all the others. 
However, federal government assistance has not been extended to magazine 
publishing as generously or in as many forms as it has been to book 
publishing. This situation therefore represents a fourth order of difficulty for 
Canadian periodicals: the relative lack of government measures of support. 

As we examine government measures of support for periodicals, it is 
useful to categorize magazines into three broad types: the large-circulation 
consumer magazines with copious advertising and proven financial viability; 
special-interest magazines with a narrower market but genuine commercial 
possibilities; and literary, artistic, scholarly and scientific periodicals, usually 
with small circulations, minimal advertising and little hope of becoming self- 
sustaining, much less profitable. 

The last group is clearly the main beneficiary of existing programs, 
whether federal or provincial. Federal grants are accorded to periodicals in 
that group by the Canada Council for literary and artistic periodicals; the Social 
Sciences and Humanities Research Council for scholarly journals in the 
humanities and social sciences; and the National Research Council and the 
Natural Sciences and Engineering Research Council for scientific journals. 
Grants from those sources are seldom, if ever, large enough to launch their 
recipients on the road to self-reliance; they are seldom even sufficient to allow 
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them to pay their contributors and editors more than token fees (although ad- 
mittedly contributors to scholarly and scientific journals usually do not require 
payment). As we have been told by publishers more than once, the real 
beneficiaries of such grants are often printing companies, since without sub- 
sidy the publications might not appear at all. The other beneficiaries, of course, 
are writers and readers, for whom these magazines are an irreplaceable forum 
for artistic and intellectual exchange and discovery. 

For the other two broad groupings, no programs of direct assistance are 
available. There are the reduced second-class postal rates for magazines, but 
these we view first and foremost as a form of support to readers, as we will ex- 
plain in the final section of this chapter. The major federal initiative to assist 
these two groups of magazines in recent years has been an indirect measure, 
an amendment to the Income Tax Act passed in 1976. 

The effect of this amendment was to disallow tax deductions for adver- 
tising placed in foreign media but directed primarily at Canadian audiences — 
including advertising purchased in any Canadian edition of a foreign 
magazine. Among other things, the legislation resulted in the closing of the 
Canadian branch of Time, and in increased Canadian ownership and content 
in Reader’s Digest/Séléction du Reader’s Digest, which publishes in this coun- 
try in both English and French. 

This change to the Income Tax Act had the general intent of redirecting 
to Canadian magazines some of the considerable advertising revenues that 
had been flowing into multinational coffers. Although it is impossible to quan- 
tify the precise amount of advertising so redirected, the magazine community 
told us that this step by the federal government had a favourable impact on 
the climate for Canadian periodical publishing; Maclean’s has acknowledged 
that otherwise it would not have felt able to undertake its transformation from 
a monthly consumer magazine to a weekly newsmagazine, while the Cana- 
dian Periodical Publishers’ Association said in its brief that the legislation “had 
a psychological effect of great value in our industry.” Meanwhile, Canadians 
can still freely obtain the regular U.S. edition of Time, albeit without the four or 
five pages of Canadian news formerly carried by the Canadian edition. 

But such a legislative step — although an important one to have taken — 
hardly constitutes a federal cultural policy for periodicals. The grant programs 
of the funding bodies mentioned above certainly do not extend to all types of 
periodicals that can be considered culturally significant or that have difficulty 
sustaining themselves in the free market. For example, by restricting its 
eligibility criteria to literary, artistic and children’s magazines, the Canada 
Council’s periodicals program excludes many magazines publishing on sub- 
jects — history, politics and society, for example — that are considered perfectly 
eligible under its book publishing programs. Does the Council, and through it 
the federal government, believe that these subjects are valid concerns of 
cultural policy in book form but not in periodical form? It hardly seems possi- 
ble. Rather, the explanation would appear to lie in the fact that the Council has 
not been given the necessary funds by the government to undertake a more 


226 Writing, Publishing and Reading 


ambitious or comprehensive approach to assisting periodical publishing. Book 
publishing was chosen for such treatment beginning with a federal cabinet 
policy decision in 1972; periodical publishing has not received the same 
priority. 

We feel that this situation constitutes a serious inadequacy in federal 
policy for Canadian writing, publishing and reading. Periodicals, like books, are 
an integral element of that continuum. Periodicals provide a training ground 
for new writers, often giving them their first opportunities to make contact 
with readers. Periodicals also serve as a forum for new expression and ex- 
ploration of ideas by more mature authors, and are frequently the seedbed for 
books, television programs and films. As well, they create a sense of cultural 
community among readers with common interests. 

We believe therefore that periodicals must be accorded a new and 
higher priority within federal publishing policy. It is not sufficient for that 
policy to help Canadian book publishers survive so they can perform their 
cultural functions, while leaving Canadian magazine publishers to fend for 
themselves. It seems to us eminently logical that federal policy and strategy 
for magazines should follow the same lines that we have proposed for book 
publishing. 


52. The federal government should enlarge its commitment of 
support for Canadian magazines through both the Canada 
Council and the Department of Communications. The Council 
should establish a two-pronged system of grants based on the 
twin elements of content and demand, similar to the re- 
designed subsidy program already outlined for book pub- 
lishing. The department should initiate an economic develop- 
ment program for the magazine industry similar to the one 
recommended by this Committee for book publishing. 


For the Canada Council, the budget for the new funding program should 
be adequate to permit the following three steps. First, eligibility criteria should 
be widened so that grants can be awarded to periodicals dealing not only with 
literature, the arts and children’s interests, but also with the other subjects of 
cultural significance deemed eligible for book publishing assistance. Second, 
grant allocations should be determined using twin budgetary elements based 
on 1) quality of content and 2) evidence of demand, as we recommended 
earlier for book publishing. And third, amounts of individual periodicals’ 
grants should be sufficient to ensure that henceforth writers and editors can 
be paid on a more adequate professional scale and the magazines themselves 
can be more adequately promoted to readers. 

The economic development program for Canadian magazines, like its 
counterpart recommended for book publishers, would contain components for 
funding distribution projects, professional development, and industry-wide 
research and documentation. The research component would permit the 
establishment of an annual statistical survey of the magazine industry — 
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something we regard as particularly important, since at present there is a 
dearth of reliable and comprehensive information on the industry available to 
policy-makers. While the foreign rights marketing and export assistance com- 
ponents of the book program might not be as appropriate or necessary for the 
Canadian magazine industry, the new technology and loan program com- 
ponents assuredly would be. Loans or loan guarantees should be considered 
only for magazines with a sound business record and would, we trust, reduce 
their need for subsidy. 

The Department of Communications has now embarked on a major 
study of the Canadian periodical industry. We urge the government to take the 
results of that study into account in designing, in consultation with the in- 
dustry itself, a support policy along the lines we have suggested in order that 
Canada’s magazines may play their role in our life and literature to the fullest. 


Reading 


All our recommendations about writers and publishers will, if implemented, 
also benefit readers. Nevertheless, we feel that readers themselves deserve a 
greater place in federal cultural strategy. A public policy of support for writing 
and publishing makes little sense unless the members of the public are able to 
benefit from the consequences of that policy. If it is government policy to en- 
courage a diversity of literary and cultural expression through publication, the 
products of that diversity must be made accessible to Canadians. 


Public Awareness and Access 
Two cardinal issues, then, in writing and publishing as in every other field of 
cultural policy are public awareness and public access. As we have indicated 
earlier in this document, we have been much concerned with both these mat- 
ters throughout our deliberations. We believe that in a country such as 
Canada, whose population is so extended geographically and at the same time 
so inundated by publications from other countries, governments have a 
responsibility to facilitate public awareness of and access to indigenous works. 
That responsibility is not only federal. At the earliest stage of public 
awareness, provincial governments bear the responsibility for ensuring that 
the education system encourages a familiarity with our writers among young 
people. And in a very direct sense, provincial authority embraces the public’s 
access to Canadian books and periodicals through jurisdiction over libraries 
and retail outlets, including bookstores and newsstands. In Quebec, for exam- 
ple, the provincial government has had an impact on the availability of 
Quebec books by requiring that book purchases by public institutions (chiefly 
schools and libraries) be made from accredited bookstores, which in turn 
must be Quebec-owned and carry a certain level of Quebec publications. This 
requirement, instituted in 1971 (and recently broadened to include ac- 
credited publishers and distributors as well as booksellers), may have 
something to do with the estimate by Statistics Canada that Canadian books 
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(including textbooks) held 40 per cent of the French-language market in 
Canada in 1979, but only 24 per cent of the English-language market. In On- 
tario, to cite another example, the provincial government has encouraged 
public awareness and access with its Halfback discount scheme as an incen- 
tive to purchase several kinds of Canadian cultural products. 

At the federal level, the measure of longest standing to improve public 
access to the written word has been the low (second- and third-class) postal 
rates for newspapers, periodicals, books and other mail of a cultural nature. 
The substantial subsidy from the Department of Communications to the 
Canada Post Corporation which makes these reduced rates possible has the 
effect of reducing and equalizing the postage costs of printed matter received 
by all Canadians, no matter how far they may live from the point of publica- 
tion or mailing. It should be noted also that these rates apply to any printed 
materials mailed in Canada to Canadian readers, regardless of the publica- 
tion’s nationality or content. Therefore the postal subsidy is applied to a vast- 
ly greater range of publications than are eligible under the government’s pro- 
grams of direct assistance to publishing described earlier in this chapter. 

It has been tempting, in these economically troubled times, to consider 
recommending the outright elimination of the postal subsidy to non-Canadian 
publications, to redress partially the economic disadvantages that Canadian 
periodicals face in competing for Canadian readers; indeed, such a course was 
urged on us several times during our hearings as a valid tool of cultural policy. 
We have decided against such a wholesale recommendation because we 
believe that ease of access to reading materials of all kinds is an important 
principle of our society. However, we note that the degree of the postal sub- 
sidy was reduced for non-Canadian magazines early in 1982, and we support 
this policy direction, provided it is accompanied by a continuation of substan- 
tially lower postal rates for Canadian publications. 

We have also been drawn to consider whether the postal subsidy (the 
exact calculation of which has been a matter of some dispute within the 
government, but which was reckoned to amount to some $189 million in the 
1981-82 fiscal year) should be removed from the Canada Post Corporation and 
used by the Department of Communications for other cultural purposes. We 
have decided against recommending this course of action also. It would 
remove a cultural benefit that the Canadian taxpayer has enjoyed virtually 
since Confederation. Moreover, the burden of paying the additional postal 
charges resulting from the subsidy’s removal would fall directly on readers 
(particularly for newspapers and periodicals) and on bookstores and libraries 
(particularly in the case of books, on which the retailer or library must pay 
shipping costs). Indirectly the burden would fall on already troubled pub- 
lishers, because their products would become more expensive to consumers. 

Other federal measures for books and periodicals already contain an 
emphasis on public awareness and access, an emphasis that we trust will be 
maintained. These include the Canada Council’s promotion and distribution 
program, its book purchase and donation program, and National Book 
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Festival, as well as the marketing components, already discussed, of the 
Department of Communications program for book publishing. Beyond these 
existing activities, we would like to see the federal government's cultural agen- 
cies and programs making more thorough and concerted efforts to stimulate 
readers to read — and, in particular, to read the work of Canadian writers in 
magazine and book form. This aim can be accomplished in two ways: by 
disseminating more and better information about Canadian writers and their 
works, and by making those works more readily available. 

In reality, we fully realize that reading is a learned pleasure and habit; 
reading as a preferred activity must precede a taste for reading specifically 
Canadian materials. Moreover, the reading habit is most easily acquired in a 
reading environment, and in the creation of such an environment educators 
and librarians play leading roles. We have chosen, because of the particular 
mandate of this Committee, not to issue recommendations regarding either 
the education systems of Canada, which are under a combination of provin- 
cial and municipal jurisdictions, or the conduct of public library systems, 
which are in a similar position (although we comment on the National Library 
in Chapter 4, “Heritage”). We cannot avoid, however, the necessity of noting 
how crucial it is that both educators and library professionals realize the high 
social responsibility they hold in this regard, and that they do their utmost 
not only to create a reading environment for Canada’s young people, but one 
in which Canadian materials are prominent. This responsibility implies, as an 
essential first step, the presence of Canadian books and magazines in signifi- 
cant quantities in our schools and public libraries. 


Stimulating Demand for Canadian Literature 

Federal jurisdiction can, however, touch other prime influences that shape a 
positive attitude toward reading Canadian authors: the home, the media and 
the marketplace. Such federal measures would be predicated on an obser- 
vable but anomalous fact: although Canada has a wealth of good writers, 
their works are often not widely known or easily obtainable, even in our ma- 
jor cities. We on this Committee have been much concerned by this fact. We 
have considered to what extent it represents a failing on the part of book and 
periodical wholesalers and retailers, given that quality Canadian works exist 
in ample quantity; and we have seriously considered whether the federal 
government ought to step in to provide some sort of alternative retail or 
direct-mail merchandising operation, in order to give Canadians more ade- 
quate access to their own publications than is currently provided by the 
marketplace. We have discarded this option, however; we believe that the 
federal government should support and reinforce Canada’s cultural distribu- 
tion structures, rather than compete with and thereby undermine them. If, 
for example, the wholesaling or retailing sector came forward with a promis- 
ing proposal of its own for a Canadian book club — a distribution mechanism 
that is badly needed in Canada — then the federal government should not 
hesitate to support it through existing assistance programs. At the same 
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time, the federal government is in no position jurisdictionally to regulate 
these distribution structures; it must restrict itself to providing positive en- 
couragement to the marketplace on behalf of Canadian authorship. 


53. The federal government should pursue a broad policy of 
stimulating public demand for Canadian publications through 
awareness and incentive measures, with the objective of in- 
creasing that demand so that book and periodical 
wholesalers, retailers and librarians are encouraged to make 
Canadian products more widely available. 


An essential first step in achieving this wider availability is adoption by 
the book industry of electronic ordering systems, already partially under way, 
as mentioned earlier in the chapter, since such systems can make Canadian 
publications easier for booksellers and librarians to obtain. But increased effi- 
ciencies in distribution are only half the battle; by themselves they will not 
necessarily widen the choice of Canadian titles available to readers outside the 
categories of new releases and bestsellers. The chances of retailers’ stocking a 
greater variety of Canadian books and magazines will be improved only if the 
consumer is knowledgable and motivated enough to demand them. In 
building this awareness and motivation, we foresee a key role for the non- 
government organization for marketing Canadian cultural products which we 
have advocated in Chapter 3, ‘“Marshalling Resources.” 

The advertising and promotion role that we have described for that 
organization would reinforce and extend publishers’ own marketing activities 
on behalf of particular titles. But it would also generate public interest in read- 
ing Canadian writers in general, including areas where exciting new growth 
is occurring, such as children’s literature. In addition, we have envisaged 
an activity for the marketing and promotion body which would be especially 
useful in stimulating public demand for Canadian writing: a national voucher 
scheme providing customer discounts on Canadian cultural products, similar 
to the Ontario Halfback program which has proved effective in attracting 
readers into the marketplace to buy Canadian books and magazines. Another 
valuable function of this organization would be in conducting ongoing assess- 
ments of readers’ needs and interests, and feeding back the knowledge gained 
to the professional associations of writers, publishers, booksellers and librar- 
ians, for dissemination to their membership. These associations are particularly 
well organized in the Canadian literary world and should be fully consulted 
about the planning of the marketing and promotion organization, as well 
as other aspects of federal policy development. 

The other potent force within federal jurisdiction for reaching readers 
and potential readers is the Canadian Broadcasting Corporation. We would 
like to see the Corporation make available to Canadians more regular pro- 
gramming that deals specifically with their authors, books and magazines. 
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We believe that such programming would not only make Canadians more in- 
terested in Canadian authors and more likely to seek out their works, but 
would also make good television. As an example of such programming of 
high quality and interest, we can cite the program “Apostrophes” from 
France, which receives an enthusiastic reception on TVFQ in Quebec. In addi- 
tion to providing a regular program of this kind on both its English and 
French networks, the CBC should make a sincere and concerted effort to 
become more knowledgable about and sensitive to developments in Cana- 
dian writing and publishing, so that these can find their way whenever ap- 
propriate into program content throughout the system. 


A Balance of Voices 


Sharing in two of the world’s great literary languages, Canadians are extraor- 
dinarily fortunate in having access to a wide range of books and periodicals 
from other parts of the world. Few countries have borders as open as ours to 
international publishing. The only danger implicit in this situation is that the 
very economic and marketing strength of those nations that freely export 
their publications into Canada can overpower the indigenous book and 
periodical. That is why the federal government must act to support the posi- 
tion within the Canadian market of our own writing and publishing resources 
— for without them, we are like a people without a voice. 

We have recommended a number of ways in which that voice can be 
strengthened, not in order to silence other voices, but in order that our own 
can be clearly heard. We believe that if our Committee’s recommendations 
are followed, they will assure Canadian readers of access to a balance of 
Canadian and international writing appropriate to a free society, and will 
assure the continuation of a vibrant and growing literature. 


# 


ase 


Sound Recording 


Sound recording, like broadcasting, with which it is closely involved, has 
become a pervasive feature of the social and cultural landscape. Recordings — 
whether on discs or tapes — are with us at many times and in many settings, 
both private and public. Sometimes we play them on sound equipment in 
our own homes, but just as often we hear them broadcast over the radio or 
publicly aired in restaurants, department stores, elevators or airplanes. If we 
wish, we can even listen to recorded sound while jogging, bicycling or walk- 
ing down the street. 

_ What we hear on record can depend on personal taste or merely on cir- 
cumstance. The content may consist of any number of types and styles of 
music; it may also consist of the spoken word. Sound recordings can appeal 
to mass audiences, young or old, or be interesting to only small segments of 
the population. But whatever their content, they share the convenience of be- 
ing relatively inexpensive and highly portable, and therefore accessible to 
many: a sound recording is a movable concert hall, stage or classroom, 
available for enjoying in the place and at the time of the listener’s choosing, 
able to leap time and space to bring the individual into intimate touch with 
the artist. 

Because of these properties, sound recording is a profound force for ex- 
panding and democratizing the enjoyment of art, especially music. Young 
people in particular are touched by this phenomenon. It has often been ob- 
served that listening to records or tapes, either directly or on the radio, is the 
normal way for contemporary youth to encounter music. We have been told 
that Canada has one of the highest per capita rates of record consumption 
in the world. Canadians in 1980 spent an estimated $580 million on records. 

Clearly sound recording is one of the seminal cultural influences of our 
times, making music happen “on demand”. Yet, paradoxically, the sound 
recording industry has not usually been included among other cultural in- 
dustries when major support policies were being considered by the federal 
government. As described elsewhere in this document, the government has 
devised policy tools to assist the other cultural industries — book publishing, 
magazine publishing and film — which have produced demonstrable cultural 
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gains. But in the case of sound recording, such measures have been few. The 
Canadian Broadcasting Corporation operates a valuable program in which it 
records some types of Canadian music; the Canada Council provides a small 
amount of production assistance for “serious” music recordings; the Depart- 
ment of Communications, through a grant to the Canadian Independent 
Record Production Association, has made possible the introduction of a com- 
puter catalogue service (now available through Telidon) for record stores; and 
in the past the Department of Industry, Trade and Commerce occasionally 
helped record companies to participate in international record marts. As 
helpful as these measures are, they constitute only the bare beginnings of a 
federal policy for Canadian sound recording. 


Records and Radio Broadcasting 


The one exception to the general rule of federal inaction in this field — and it is 
a highly significant exception — was the introduction in 1970 of the Canadian 
content regulations for AM radio. Devised by the federal agency responsible 
for regulating the broadcast media, the Canadian Radio-television and Tele- 
communications Commission (CRTC), this measure had the purpose of increas- 
ing the exposure to audiences of Canadian performing artists, composers, 
lyricists and their recordings. In the process, a powerful stimulus was pro- 
vided to Canadian production of the types of records played by AM stations. 
The CRTC required that 30 per cent of all music played on those stations be 
Canadian. For the purposes of the regulations, a “Canadian” recording had to 
satisfy two of the following four conditions: ‘the instrumentation or lyrics 
were principally performed by a Canadian; the music was composed by a 
Canadian; the lyrics were written by a Canadian; and the live performance 
was wholly recorded in Canada, or was wholly performed in Canada and 
broadcast live in Canada.” 

This single step by the federal government released an immense 
volume of creativity in the Canadian music world — especially in the popular 
music field. Many new performing groups were created, recording studios 
emerged, record producers proliferated and many small companies were 
formed, leading eventually to the development of a substantial Canadian 
record production industry. Above all, much new music was created. A new 
crop of Canadian singers and musical groups arose in response to the con- 
tent regulations, reaching large audiences at home and around the world, 
with the result that some of our “pop” artists and groups are stars not only in 
the eyes of Canadians, but to fans in other countries as well. 

Among the most conspicuously successful are Anne Murray, Diane 
Dufresne, Gordon Lightfoot, Robert Charlebois, Bruce Cockburn, Diane Tell, 
and Kate and Anna McGarrigle. Years of solid effort by Canadian rock bands 
have also produced spectacular success recently for groups like Rush, April 
Wine, Triumph and Loverboy. Their popularity can be measured in gold and 
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platinum records (sales of 50,000 and 100,000, respectively), launched 
through extensive radio airplay — striking examples of the essential in- 
terdependence of radio and record sales, and evidence that if Canadian 
musical talent is sufficiently exposed on radio, it receives an enthusiastic au- 
dience response. The Committee believes that content regulations for televi- 
sion could have similar effects. 

Radio as a means of promoting Canadian recording artists has had a 
somewhat different history in the English- and French-language markets. By 
the late 1960s Quebec’s chansonniers, playing in cafés and boites a chan- 
sons, had established a strong rapport with a growing audience. Their songs 
reflected a new-found sense of pride and self-confidence among Québécois, 
and the chansonniers became local heroes and stars, moving out of the clubs 
into the Place des Arts for sellout concerts. Some record companies — notably 
Columbia (now CBS) Records, and the Canadian company Select Records — 
recognized the market potential in this phenomenon and began to build up 
what eventually became substantial catalogues of recordings by chanson- 
niers. Soon radio stations responded to the new movement. While some sta- 
tions continued to program American songs, some with French lyrics, or 
played recordings from France, others began to play the chansonniers 
regularly and helped develop audiences and a record-buying public for 
Quebec songwriters. This important cultural development was by no means 
due to the efforts of all of Quebec’s French-language radio stations. A good 
portion of the French-language market before 1970 was as ripe to benefit 
from Canadian content regulations for AM radio as was the English-language 
market. Today, in Quebec, as well as in English-speaking Canada, record pro- 
ducers need to seek large international markets in order to be profitable. And 
the problems of the Quebec record industry with respect to market size and 
costs of production and promotion make the content regulations a necessary 
stimulus to the French-language market also. 

In English-speaking Canada the regulations played a major role from 
the start. They stimulated not only audience demand for Canadian recor- 
dings, but creative effort as well, and made it possible for Canadian musicians 
to become successful recording artists at home. Today, the AM regulations 
are regarded by virtually everyone in the Canadian music world in both 
language groups as a federal government measure that should be maintain- 
ed, in order to assist Canadian pop artists to continue to flourish and to 
achieve a better equilibrium between Canadian and international recordings 
in radio and, thus, in the marketplace. 

The CRTC’s Canadian content measures cannot by themselves, how- 
ever, be construed as a sufficient policy for Canadian sound recording. That 
fact becomes clearer from consideration of the structure and problems of the 
record market in Canada. 

The Canadian market can be characterized as having a mass-market 
sector and a specialized-market sector. The former consumes nearly 90 per 
cent of the amount spent annually by Canadians on recordings; it embraces 
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the various categories of pop music, from rock to country to “middle-of-the- 
road” pop standards and light classics. Such recordings can have worldwide 
appeal, capturing audiences in the hundreds of thousands and generating 
substantial profits. But the mass-market sector is also characterized by high 
financial risk and fierce competition, with the result that a few large multina- 
tional corporations tend to dominate both production and distribution, in 
Canada and around the world. The mass-market sector of the recording in- 
dustry has been the beneficiary of most of the market growth in recorded 
music generated by the Canadian content requirements for AM radio. 

The remaining 10 per cent constituted by the specialized market is 
shared by all forms of ‘‘serious” or ‘‘classical’” music, as well as jazz, tradi- 
tional folk music, most children’s records, the spoken word (including poetry 
and drama), and electronic and experimental music. Records in this market — 
although occasionally enjoying success on a mass scale — generally appeal to 
a restricted audience. In the classical music category, nearly all records 
feature the relatively familiar concert repertoire of the past. Even on the rare 
occasions when Canadian artists, ensembles and orchestras are featured on 
these recordings, the music they play is hardly ever written by Canadian 
composers. 

Record companies have taken various approaches to solving the prob- 
lem of the small market for specialized recordings. One is to select artists and 
music from the specialized field with the potential to cross over into the mass 
market. The Canadian independent producer, Boot Records, for example, suc- 
cessfully launched both the Canadian Brass and the guitarist Liona Boyd into 
the Canadian mass market with extensive promotion. However, as often hap- 
pens when such a strategy succeeds and the performer’s appeal is estab- 
lished, multinational companies absorbed these artists into their own 
catalogues. 

In the case of recordings of symphonic music, substantial subsidies are 
needed in order to make the investment attractive even to the largest record 
companies. Until now, subsidies have been provided through special fund- 
raising efforts, and sometimes through grants from the Canada Council. Even 
sO, a contract with a multinational company does not guarantee large sales, 
financial success or international distribution. It is true that there are benefits 
in the form of enhanced reputations for the Toronto Symphony, which 
records for CBS Records, and the Montreal Symphony, which records with 
Polygram — a company specializing in classical music recordings through its 
worldwide operating unit, Deutsche Grammophon. (The latter company ac- 
counts for 50 per cent of all classical record sales in Canada.) But given the 
small market for such recordings and high production expenses, it is easy to 
understand why, even with modest subsidies, recording contracts for sym- 
phony orchestras are relatively rare. This is unfortunate, given the fact that 
recordings function virtually as calling cards, or symbols of recognition, for 
performing artists and composers today. 
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If the audience for specialized Canadian recordings is to grow, as we 
believe it should, new initiatives will be required involving incentives and en- 
couragement from the federal government. We have described the role of 
radio in increasing the opportunities for the Canadian public to hear and res- 
pond to Canadian recording artists in the popular music field. We are con- 
vinced that similar measures for specialized recordings, once instituted, will 
reveal a much larger demand for those recordings than had previously been 
assumed to exist. 

In addition, while the Committee supports the existing content regula- 
tions for AM radio programming, we believe that they place too little em- 
phasis on the creative act of composition. When a Canadian artist performs 
music written by non-Canadians, not only do the royalties go abroad, but 
musical composition in Canada is not stimulated. More weight should be 
given to Canadian creative components in music recordings for both the 
mass and the specialized markets. Recordings have an importance to a com- 
poser today not unlike that of the published manuscript of the past. 


54. The CRTC should continue to apply Canadian content regula- 
tions to AM radio programming, but the stipulations dealing 
_ with the Canadian creative components of broadcast recor- 
dings should be strengthened. In addition, the CRTC should 
reexamine the present regulations for FM radio and devise 
ways to increase the performance of Canadian specialized 
recordings on both AM and FM radio. 


Production, Distribution and Marketing 


If quality Canadian recordings are to be available in sufficient quantity and 
variety for AM and FM stations to play, and Canadians to enjoy, federal 
policy must also concern itself with production, distribution and marketing 
issues. 

In the specialized market a recording of symphonic music, which 
necessarily involves musicians’ fees to many players, carries initial produc- 
tion costs of $50,000 or more. In addition, the record producer must cover 
promotion expenses and provide adequate warehousing, shipping and bill- 
ing, all without sufficient scale to reap significant economies. And even 
though a sale in Canada of 5,000 classical music albums represents a “hit,” 
such a sale returns to the producer and his backers only about half their ex- 
penses. Facing a loss of $25,000 or more with each “successful” recording, 
the venture makes no business sense, unless international sales can make up 
the difference. As a result, very few, if any, Canadian recordings of symphonic 
music can be made without subsidy. Chamber music and recital recordings 
cost less, at least in artists’ fees, and stand a better chance of being produced, 
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but high marketing expenses make these equally unattractive as_ in- 
vestments. In the absence of government support or private subsidy, virtual- 
ly the only way such specialized records reach the market is either through 
internal cross-subsidization, whereby companies produce the records by sub- 
sidizing the losses with profits from other areas of the business, or through 
intensive international marketing. Even then, only large integrated companies 
— those that have diversified into several or all aspects of the recording 
business, such as manufacturing, distribution, music publishing, record clubs 
and even retailing to stabilize sales and profits — can afford these measures. 

In Canada, the largest record companies are subsidiaries of foreign- 
owned multinationals, which first established themselves in this country to 
sell the products of their parent corporations. Besides being large, well- 
financed and highly integrated, these companies face few barriers to the pur- 
suit of their business goals. They manufacture records and tapes in Canada 
from imported master tapes, the import duty on which is assessed at the 
value of the raw tape, although the contents may have cost tens of 
thousands of dollars to produce. The four largest of these companies 
dominate the Canadian market, accounting for almost 80 per cent of all 
record sales in Canada. On the other hand, the 100 or so small Canadian- 
owned record companies are responsible for producing over half the records 
with Canadian content. These firms must bear not only artists’ fees and 
studio, promotion and other overhead costs in their entirety, but must also 
contend with the sheer physical and financial limitations imposed by the 
geographically dispersed yet relatively small Canadian market. 

In other words, Canadian-owned record companies face problems 
similar to those confronting the Canadian-owned sector of the book 
publishing industry. In the case of sound recording, the marketplace is con- 
trolled by fewer but larger foreign conglomerates, while the Canadian sector 
is even weaker and more fragmented than in the case of book publishing. 
Distribution problems are also greater. Since Canadian-owned distribution 
operations have generally been unable to compete effectively, Canadian 
record producers find it expedient to turn to the multinationals for distribu- 
tion and related marketing services which independent producers are unable 
to afford on their own. 

Some Canadian recordings distributed in this fashion move into the in- 
ternational marketplace, conferring upon Canadians artists and groups the 
status of international stars. However, the ambitions of Canadian composers, 
songwriters and performers generally are more likely to be realized through 
the sustained efforts of the Canadian independent producers. While it is true 
that the multinationals produce recordings of Canadian artists for both the 
French- and English-language markets in addition to distributing Canadian 
records, the primary policy of their head offices remains the sale in Canada of 
recordings that they have produced elsewhere. In view of this situation, the 
Canadian independent record producer and distributor should be supported 
and strengthened as the best means of delivering Canadian recording artists 
to Canadian audiences. 
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Ninety per cent of all recordings are bought through retail stores. ‘“Full- 
line” record stores devoted entirely to the sale of recordings tend to acquire 
their stock directly from record distributors. Department stores and other 
retail chains selling a variety of products are supplied by a “rack-jobber,” a 
sub-distributor who selects and services their stock and takes back all unsold 
records for credit. Rack-jobbers now account for over two-thirds of all records 
bought in Canada. Since their interest lies in the most rapid possible turnover 
of stock, they tend to limit their choice of records to the widely promoted pro- 
ducts. Rarely does one find lesser-known Canadian pop or classical artists — 
and, even more rarely, Canadian compositions — on their racks. 


55. The federal government should assist Canadian-owned 
companies to distribute and market recordings of “pop” 
music and of specialized materials recorded by Canadian 
artists through a loan program or other appropriate forms of 
subsidy. 


56. The federal government should ensure that, for specialized 
recordings only, subsidy programs are established to assist 
_ Canadian-owned companies to produce recordings by Cana- 
dian performers, with special consideration given to record- 

ings of which the material is written by Canadians. 


For many years the CBC has been active in the recording field. As early 
as 1946, Radio Canada International began to produce records of Canadian 
music and artists for distribution abroad through arrangements with broad- 
casters in foreign countries and through Canadian embassies. RCI’s series of 
boxed sets, each devoted to the works of a single Canadian composer under 
the title of Anthology of Canadian Music, is a notable example. The CBC 
became active in the domestic record market in 1967, when it began to make 
recordings for broadcast in order to provide its radio producers with Cana- 
dian artists and works as an alternative to imported recordings. As a prime 
employer of Canada’s musical talent and the owner of a powerful promotion 
vehicle, the CBC eventually offered these recordings to the general public 
through what is now called CBC Enterprises for the English radio and televi- 
sion networks, and the Ancillary Rights Service for the French network. 

The CBC is most active in the field of recorded classical music, although 
some lighter popular music can be found in its catalogues; CBC Enterprises 
now offers a selection of close to 400 classical albums and 70 to 80 pop 
albums. We perceive no serious conflict with private-sector interests if the 
CBC were to continue to market such records more aggressively. Any con- 
cerns about unfair competition from the public sector should be offset by the 
CBC’s practice of leasing its products for distribution by commercial com- 
panies. In fact, when it comes to recordings for specialized markets, the CBC 
should consider offering its own distribution services to independent pro- 
ducers of suitable Canadian materials. 
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57. The CBC should increase its production of quality recordings 
by Canadian artists and improve its promotion and distribu- 
tion of such recordings, extending these services to suitable 
recordings made by independent Canadian producers. 


The CBC is not the only organization active in promoting Canadian 
recordings. Since 1963, Standard Broadcasting, as a service to other broad- 
casters, has produced what it calls the Canadian Talent Library, consisting 
mainly of middle-of-the-road music; it also offers to commercial record com- 
panies distribution rights to its catalogue. The Canadian Music Centre, a non- 
profit national service organization devoted to promoting the works of 
serious Canadian composers, has recently inaugurated a record production 
program. This endeavour requires effective distribution and government fun- 
ding. The Canadian performing rights societies - Composers, Authors and 
Publishers Association of Canada (CAPAC) and Performing Rights Organiza- 
tion of Canada (PROCanada) — have sponsored valuable record promotion ac- 
tivities. The Juno, Félix and Moffat Awards have been important. And the pro- 
motion efforts of the Association du disque et de l’industrie du spectacle 
québécois (ADISQ), the Canadian Academy of Recording Arts and Sciences 
(CARAS), the Canadian Independent Record Production Association (CIRPA), 
the Academy of Country Music Entertainment (ACME) and others must also 
be mentioned. 

Some Canadian radio broadcasters, in honouring their commitments to 
the CRTC to promote Canadian talent, have organized concerts by rock and 
pop groups. Recently a few of the larger broadcasting organizations establish- 
ed a fund, to be administered by CIRPA, which will provide forgivable non- 
interest loans, to be repaid out of income, to Canadian-controlled record com- 
panies for up to 50 per cent of the cost of producing master tapes. It is ex- 
pected that many other broadcasters, as well as other parties interested in 
the same objective, will also contribute. The fund will focus on pop recordings 
that can be broadcast widely on radio, probably providing only limited 
assistance to specialized recordings. The Committee encourages this kind of 
nongovernment support and hopes that other plans can be devised that 
blend with equal effectiveness business self-interest and the general public 
good. 

Recording artists in the pop music field — without government support 
— promote and maintain a close relationship with audiences through live per- 
formances and touring, which in turn promote record sales. This interaction 
between concertizing and recordings is not nearly as pronounced in the 
specialized music field. A closer working relationship should be established 
between entrepreneurs, record producers or distributors and such federal 
bodies as the Canada Council Touring Office, the National Arts Centre and the 
Department of External Affairs, which arrange and promote concerts. 

On the international front, annual trade fairs such as MIDEM (Marché 
international du disque et de |’édition musicale) at Cannes and others in the 
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United States offer excellent opportunities to develop sales in foreign coun- 
tries and to make co-production, exchange and distribution arrangements. It 
is important for Canada’s status in the international community and for the 
careers of Canadian artists — to say nothing of the economic benefits — that 
foreign sales of Canadian sound recordings should flourish. 


58. The federal government should assist Canadian record pro- 
ducers to improve the international marketing of their 
recordings through various means including attendance at 
marketing fairs. 


One crucial aspect of record marketing is the record jacket; attractive 
jacket design often helps to sell a recording. Such design work also offers 
creative opportunities to visual and graphic artists, and the Committee sug- 
gests that the Contemporary Arts Centre, proposed in Chapter 5, which is to 
be dedicated to the development and promotion of contemporary visual art 
in Canada, should provide opportunities for the exhibition of work especially 
created for this genre. 


Technology and Recording 


Since sound recording is a technologically based phenomenon, new develop- 
ments in electronic technology have an obvious relevance to its future. This is 
true of both the recording process itself and the distribution of records. 

The quality of Canadian record production is enhanced by the exist- 
ence of recording studio facilities meeting international standards of excel- 
lence. Studios have opened in many parts of the country, and some meet those 
standards. As new technologies and equipment are introduced, most rec- 
ently involving digital recording and manufacturing techniques, these studios 
need to equip themselves to remain competitive in quality with those in 
other countries. However, each new development imposes considerable finan- 
cial burdens on the studios, making it especially difficult for the Canadian 
operations to adapt. The federal government, through the Department of Com- 
munications, must keep abreast of problems in this area; in particular it must 
assess the impact of customs duties on Canadian-owned studios’ ability to 
acquire new sound recording equipment and decide whether removal of the 
duty could help those studios without adversely affecting Canadian manu- 
facturers. In addition, with this same goal in mind we believe that 


59. Canadian-owned sound recording studios should be assisted 
to acquire and upgrade recording equipment through an ex- 
pansion of existing loan programs, possibly established in 
association with the Federal Business Development Bank. 
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New technology also has a great influence on the distribution and 
retailing of recordings. The rental business in sound recordings is growing 
alongside the rental of videocassettes. Cable operators are beginning to offer 
access over their wires to specific recordings selected by users, who are then 
billed for the service. In the near future, whole libraries of recordings and 
video images implanted on micro chips could be selected by buyers via 
satellite or other communications devices. “Home record stores” in the 
United States are already offering consumers the opportunity to tape, in their 
homes, musical works provided by the store. As we noted earlier, the Cana- 
dian Independent Record Production Association, through a grant from the 
Department of Communications, offers a catalogue service via Telidon com- 
puter terminals to assist record stores to order Canadian recordings. Indeed, 
most aspects of the industry — from production and distribution to marketing 
and retailing — will likely be transformed by such technological advances. 

The growth in the use of audiocassettes has already raised serious legal 
and copyright problems. As audiocassette recorders have come increasingly 
into use, the purchase of blank tapes has grown. Cassette users are making 
their own copies of recorded music either from borrowed records or radio 
broadcasts. This widespread practice not only seriously affects record pro- 
duction and sales, but also deprives copyright owners of their rightful 
royalties. It is difficult to establish a fair and practical mechanism to compen- 
sate record companies and recording artists for the significant loss of income 
caused by this practice. Some countries have levied special taxes on the sale 
of either recording equipment or blank tapes, assigning the funds thus col- 
lected to professional collectives for distribution to copyright holders. 

We can envisage one effective way in which a levy on blank audiotapes 
could serve the goal of stimulating increased sales, and thus increased pro- 
duction, of Canadian recordings. A fixed levy — to be assigned to a fund, ad- 
ministered preferably by a nongovernment body — would be paid by every 
purchaser of a blank tape. In return, the buyer would receive a voucher, 
redeemable at the value of the levy (or a multiple thereof) towards the pur- 
chase price of a ‘Canadian recording,” with that category of products being 
fully defined and identified. Retailers would then be reimbursed for the value 
of the voucher by the record company, and the record company would be 
reimbursed by the fund. A similar plan could associate a levy on videocasset- 
tes with a fund to assist Canadian film and video production. 


60. The federal government should empower a nongovernment, 
Canadian cultural products marketing organization to ad- 
minister a discount voucher scheme, based on a levy on 
sales of blank audiotapes and videocassettes, to stimulate 
the sale and production of Canadian sound recordings and 
film and video productions. 
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The ease with which recordings can be copied has led to the associated 
problems of piracy and counterfeiting. An enormous business has been built 
in some countries, including Canada, on the unauthorized duplication in large 
volume of commercial record albums, tapes and cassettes. Labels, jackets, 
design and record notes exactly resembling the original product are offered 
for sale as the genuine article. Even when the vendors of these stolen proper- 
ties are caught, Canada’s out-of-date copyright laws carry such small penal- 
ties that the offenders are not deterred. Canada, like other countries, must im- 
pose legal penalties harsh enough to make such activities really impractical. 
Our recommendations on revision of the Copyright Act are to be found in 
Appendix 2 of Chapter 3. 

The Copyright Act also contains provisions for the compulsory licens- 
ing of sound recordings. It removes control over their musical content from 
creators and copyright holders and gives any record company the right to 
record any music once an initial recording has been authorized, as long as 
the copyright holders, in the wording of the Act, are paid a royalty of “two 
cents for each playing surface on each record and two cents for each per- 
forated roll or other contrivance.” Since long-playing records, unforeseen 
when the Act was passed in 1924, contain 15 to 20 minutes of music per 
side, it has long been evident that the Act needs extensive revision — a pro- 
cess that is finally under way. If compulsory licences are to be retained, the 
rates of royalty payment obviously need to be substantially raised and 
brought into line at least with rates in other countries. Alternatively, such 
compulsory conditions could be removed and rates left to be set through 
negotiations between copyright owners and record companies. 


The Federal Government and Recording 


The foregoing analysis calls for federal government recognition of the cultural 
importance of the Canadian sound recording industry and a stronger com- 
mitment to assist the industry in bringing Canadian artists before the public. 
We believe that our recommendations to that end represent important objec- 
tives for the government to pursue in the years ahead, so that this particular 
cultural industry can be assisted to perform the service of which it is capable. 

Although we have not attempted to assign every recommendation to a 
particular government body, it is appropriate that the Department of Com- 
munications, which has established a place for sound recording in its cultural 
industries directorate, should continue to be deeply involved in monitoring 
developments in sound recording and consulting widely with participants in 
the industry in order to shape adequate responses to valid cultural needs. 
Particular roles in policy development and the delivery of programs must be 
played by the various bodies that are or should be engaged with the in- 
dustry: the Canada Council, the Federal Business Development Bank and the 
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Departments of Industry, Trade and Commerce, Finance, External Affairs, and 
Consumer and Corporate Affairs. But the Department of Communications 
should be the catalyst in activating the participation of these departments 
and agencies within a broad federal policy for sound recording. No matter 
what the future may bring in the form of new technologies and market 
pressures, Canada’s artists will continue to need this medium to create for 
and to reach their public. 


Film 


Film is a preferred form of art and entertainment for millions of people 
around the world. From the early days of silent film, through the advent of 
the “talkies” in the late 1920s and into our own times, the prolific output of 
Hollywood has continued to dominate the lucrative international movie 
market. This may affect Canada more than than any other country because it 
shares with the United States a common border and, for a majority of the 
population, a common language, and because it has been unwilling to con- 
trol the access of any foreign film producers, distributors or exhibitors to the 
Canadian market. Although it now has a film production industry of its own, 
Canada remains an integral component of the United States market. Neither 
the production of the National Film Board (NFB) nor of the Canadian Broad- 
casting Corporation (CBC) has attempted to challenge the domination of our 
television and movie screens by U.S. feature films. 

The Canadian government’s first important venture into film produc- 
tion occurred with the founding of the National Film Board in 1939. Not until 
then were films about Canada by Canadians made in any quantity. For the 
most part, these first Canadian films were short documentaries and animated 
films which have won for the NFB an enviable international reputation over 
the years. The government’s second important venture occurred with the 
move of the CBC in 1952 into television programming. However, Canadian 
television programs, whether made by the CBC or by private Canadian net- 
works, are typified by public affairs, sports, light entertainment and news 
production. They are not often, or often enough, film or video drama. 

When the Massey-Lévesque Commission surveyed the Canadian cul- 
tural scene in 1951, it noted, “for general film entertainment, Canadians want 
commercial features; and in this field there is practically nothing produced in 
Canada.” The Commission found cause for concern in that situation. It term- 
ed film “not only the most potent but also the most alien of the influences 
shaping our Canadian life,” and it distinguished between more and less be- 
nign U.S. influences on our culture when it stated: “The urbane influences of 
Carnegie and Rockefeller have helped us to be ourselves; [but] Hollywood re- 
fashions us in its own image.” The Commission’s comments were written be- 
fore the widespread advent of television into Canadian homes. Television has 
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expanded further the influence of U.S. mass entertainment. The substantial 
part of English-language Canadian television programming filled by movies 
is almost entirely American in content; French-language television displays 
only a somewhat better but parallel situation with foreign films. 

The reason is simple. Until the 1970s, a feature film industry did not ex- 
ist in this country to any degree. We lacked the financial resources, the essen- 
tial underpinning for such an industry, because the Canadian audience is 
limited in size. The lack of adequate access to distribution and exhibition 
facilities in Canada has made the audience for Canadians films even smaller. 
All of these factors tend to make Canadian feature film production un- 
profitable. It took two major steps by the federal government to begin to 
change this situation for feature films. 

In 1968 the Canadian Film Development Corporation (CFDC) began to 
provide public financing for Canadian films. Between 1968 and 1974 the 
CFDC’s financing helped stimulate the feature film production effort in 
Canada. In 1974 and again in 1976, the federal income tax regulations were 
amended to grant a 100 per cent Capital Cost Allowance (CCA) for ‘‘certified 
feature films” and to allow investors to shelter part of their incomes by defer- 
ring taxes in proportion to the CCA. Between 1978 and 1980 feature film pro- 
duction boomed. By taking these two steps, the federal government demon- 
strated the value of public participation in the Canadian film industry. 
However, in spite of the increase in the number of films produced in the late 
1970s, the industry has not yet established a solid economic foundation — 
one based on a dependable relationship between film production and film 
distribution. 

There is no doubt that the critical problem for Canada’s filmmakers is 
breaking into their own domestic market. We were told at our hearings that 
the Canadian market for film is a rich one, that Canada is Hollywood’s largest 
foreign customer. But in the words of one film producer: “We don’t have the 
same access to our own marketplace that others do.” A healthier situation for 
Canadian film, both culturally and financially, would be one permitting Cana- 
dian and international audiences the regular opportunity to see and support 
the works of Canadian filmmakers. This will not happen in the foreseeable 
future without concerted support from the federal government. 


Structure of the Film Industry 


As a creative endeavour, film is collaborative; many kinds of artistic and 
technical skills are required to produce a finished product. As an industry, 
too, film is collaborative. There must be a working relationship among the 
three major elements of production, distribution and exhibition. Without such 
a relationship, a film may be made but not seen. In Canada the tripartite in- 
dustrial relationship all too often does not work well. 
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Filmmakers — the directors and producers, screenwriters, actors, cine- 
matographers, composers, designers, film editors — all share the needs of ar- 
tists in other media. Like other artists, they may lack regular work and in- 
come, critical understanding and audience acceptance. They also have par- 
ticular problems of their own. The tools and services of the filmmaker’s trade 
engender very high costs, when one considers the expense of cameras, film, 
videotape, editing machines, lighting and sound equipment, animation 
stands, supporting casts, technical crews, and the use of film and recording 
laboratories. All of these production elements combine to make film a costly 
form of cultural expression. 

In Canada, both private and public funds are invested in film produc- 
tion. Government participation is channeled through the production budgets 
of the NFB and the CBC or Canada Council grants. Most independent pro- 
ducers and their backers seek and receive the benefit of public assistance 
from the CFDC or the Capital Cost Allowance tax incentives or both, although 
a few independent producers choose to go it alone. 

Shooting and editing a film, adding music and sound effects and mak- 
ing copies for distribution are only the beginning. The film must be promoted 
and marketed, first to the exhibitors — chiefly theatre chains and television 
networks — and then to the public. This is the role of the distributor, who may 
therefore play a key role in determining a film’s success, even to the point of 
influencing content and production. Because the distributor plays such an im- 
portant role and because there are such high financial stakes involved in pro- 
ducing films, it is advantageous if film producers can control their own 
distribution. For this reason the major production studios in the United States 
operate their own national and international distributing arms. Until United 
States antitrust legislation forced a change in 1949, the studios also owned 
the means of exhibition, the cinema houses. A strong corporate integration 
structure continues to guarantee that Hollywood studios have marketplace 
access and increases the attractiveness of investing in Hollywood films. On 
the other hand, the very integration which attracts money to Hollywood films 
also makes it difficult for any independent producer (which by definition in- 
cludes Canadians) to compete in the North American market. Few Canadian 
producers own their own feature film distribution arms, and such companies 
handle only a small percentage of the distribution in Canada. If a Canadian 
film producer is unable to secure a commitment from a distribution com- 
pany, often Hollywood-based, access to many exhibition markets will not be 
available. Moreover, the risks entailed in investing in that film will increase. 

A Canadian film producer’s chances of convincing a United States 
distributor to promote and market a film are enhanced if the distributor 
believes the film has a large potential market. In the last year or so a number 
of Canadian films did find their way into world distribution through major 
U.S. distribution houses (Porky’s, Quest for Fire, Paradise, Ticket to Heaven). 
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The distributor looks for films which can achieve the largest net revenues. The 
exhibitor has the same concerns in that the selection of films to be shown is 
made on the basis of attracting the largest audience. For these reasons Cana- 
dian film producers may make what many Canadian critics call “American” 
films but which are, in fact, no more nor less than mass-market films. Deci- 
sions about the future of a Canadian producer’s films are thus often made by 
powerful distributors concerned with marketing films throughout the world, 
not just in Canada. Canadian films which are judged to be of limited 
marketability are simply not considered. 

We acknowledge this dilemma. However, the mass-market dilemma is 
one of the major barriers to the growth of a genuine Canadian feature film in- 
dustry. Canadian-produced films will be distributed and exhibited in Canada 
if ways can be found to compensate for a small market size, a situation no 
different from that facing the Canadian recording industry. 

The problem we are describing cannot be resolved by a policy requir- 
ing Canadian ownership of theatres. Indeed, the case of Odeon Theatres — the 
chain of cinema houses acquired by Canadian interests from the Rank 
Organization of London, England — gives us ample evidence of a more likely 
situation if there were such a policy. Shortly before Odeon was acquired by 
Canadian interests in January 1978, the company stopped honouring a 
voluntary agreement with the federal government to program a certain quota 
of Canadian films, an agreement the federal government had negotiated in 
1975 with both Odeon and Famous Players Theatres. Although American- 
owned Famous Players has failed to honour the agreement in full, Odeon has 
dissociated itself from it entirely, perhaps because it is Canadian-owned and 
feels protected as such from the need to be more responsive to Canadian 
films. 

The nature of the exhibition market itself is also changing. Today, the 
major market is often television, unlike a few years ago when the predomi- 
nant film market was the movie theatre. The television market will become 
even more significant in 1983 when pay-television is introduced in Canada. 
Another factor changing the film market is the freedom of choice and privacy 
of home viewing afforded by films in videocassette and videodisc format. 


Canadian Film Production 


When most Canadians think of film, it is the dramatic feature film shown in 
theatres or on television that comes to mind. Yet production of films in 
Canada has centred in great measure on other types of film. Documentaries 
of all kinds, including those made for educational purposes, for training, in- 
dustrial public relations and tourism have been important outlets for film- 
makers, as have television commercials. All of these have been termed by 
some who wrote to us the “backbone of the film industry in Canada,” pro- 
viding the basis for the operations of most, by far, of the film companies and 
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a steady source of their revenues. Some, especially those producing educa- 
tional films, have found a market for their product in the United States and 
other countries. 

Another noteworthy type of film is the “personal” film, made by artists 
seeking to use and develop the film/video medium as a means for personal, 
individualized expression. Such film artists have found support from granting 
agencies such as the Canada Council and those in provincial governments. In 
all, Canada has had a sustained record of quality non-theatrical film produc- 
tion, especially since the Canadian government formed the National Film 
Board as its own production agency. 

Some of the NFB’s production found its way into cinemas as “short 
subjects” to accompany feature films, but this field has never been adequate- 
ly developed as a market for Canadian film producers, although there is a 
move today in that direction. When it comes to feature films themselves, 
Canada began very slowly. Between 1943 and 1959 only 37 feature films 
were attempted here, about two films a year. In the next decade the average 
rose to four or five a year. Because Canadian governments were unwilling or 
unable to intervene to alter the situation, the level of production remained 
unusually low for a country so enamoured of film. Other countries have pro- 
vided remedies for similar situations by directly funding production and 
distribution services. In many instances they have imposed an exhibition 
quota for films produced within the country, or levied a box office tax on all 
films shown in order to provide revenue for redistribution to national film 
production. In Canada, however, the federal government has been unable to 
adopt similar strategies because the theatrical exhibition of film falls under 
provincial jurisdiction. No general federal-provincial agreement on the subject 
has been reached to date. 


Canadian Film Development Corporation 
During the 1960s pressure to nourish a feature film industry in Canada began 
to build. In response, the federal government decided to supply financing for 
independent production. The instrument chosen to implement this strategy 
was the Canadian Film Development Corporation. The CFDC was established 
in April 1968 with a revolving $10 million fund earmarked for equity invest- 
ment, loans, awards and grants related to Canadian feature film production. 
The result was a leap in production from the four or five feature films a year 
of the early 1960s to an average of over 20 a year between 1968 and 1974. 
In its first year of existence, the Corporation helped launch only three films; 
but by the 1972-73 fiscal year, it was assisting in the financing of 33 features, 
of which 20 were made in English and 13 in French. Canadian films, especial- 
ly those in the French language, were beginning to achieve national and inter- 
national critical acclaim. 

During its first five years, the CFDC’s main emphasis was on equity in- 
vestment in Canadian film, usually limited to half the budget of any film; in 
addition, in placing its investment, it gave prime consideration to the yield on 
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the investment, as any banker would. In 1972 the CFDC added a special pro- 
gram to assist, by deferring its cost recovery, the production of low-budget 
films. By 1973, however, many investors had become disillusioned with the 
Canadian film production industry. The return on investment in Canadian 
film was low, and old complaints about the lack of an assured market for 
feature films were heard again. The number of films in production declined. 
But there was a new complaint as well: the federal tax incentives offered to 
Canadian investors did not differentiate between investment made in foreign 
films and investment made in Canadian films. 


Capital Cost Allowance for Feature Film Investment 
The stage was set for the next major federal initiative. In November 1974, 
amendments were announced to the Income Tax Regulations which extend- 
ed the 100 per cent Capital Cost Allowance to investments in feature films 
that the government certified as ‘“‘Canadian.” To be certified Canadian, a film 
project had to satisfy the Department of the Secretary of State, which first ad- 
ministered the scheme (it is now handled by the Department of Communica- 
tions), that it employed Canadians in key creative and technical positions. A 
point system was used to determine eligibility. In addition, it was required 
that a certain percentage of production funds be spent in Canada by Cana- 
dian firms. Private capital was attracted into Canadian films because it 
created a tax shelter for investors, enabling them to deduct 100 per cent of 
their investments in certified features from their taxable income and, thereby, 
defer taxes until profits were earned. As a result, another leap in production 
occurred. In 1979 there were 67 certified feature films in production. Then 
production dropped. By 1980 there were only 59 certified films in production 
and in 1981, just 37. The decline has continued into 1982. Having been party 
to the production of over 460 feature films since 1968, neither the CFDC nor 
the private investors have been able to escape or avoid the boom or bust 
climate for Canadian film production. They may even have exacerbated it. 

Investors attracted to Canadian films by the Capital Cost Allowance 
provisions found, as did the CFDC, that most Canadian films lose money. Of 
the $26 million in financing provided by the CFDC during its first decade, only 
$5 million was earned back by the CFDC. In the case of the CCA-assisted films, 
private investment capital was organized by banks and investment houses 
with little experience in the film business. Many producers tried to establish 
themselves quickly as a match for well-established U.S. operations. They fre- 
quently channeled money into high-budget productions with expensive inter- 
national stars. Although a few were successful, many of these films were box 
office flops; others did not receive the opportunity to be even that, because 
their theatre or television distribution could not be arranged. 

One could assess these problems as nothing more than the economic 
growing pains of an infant industry. But, from a cultural point of view, there 
are other problems, too. The mandate of the CFDC is not only “to foster and 
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promote the development of a feature film industry in Canada,” but also to 
promote the making of films with “a significant Canadian creative, artistic 
and technical content.” Many critics believe tax-shelter movies serve the 
former objective far better than the latter. Although the tax shelter attracted 
investors to Canadian film, it also attracted promoters interested in earning 
high fees for their contributions. Investor resistance to Canadian film pro- 
moters grew in 1980 because the large fees paid to investment brokers, 
lawyers and accountants, over and above those paid to stars and directors, 
were leading to greatly increased film production budgets. Costs in many in- 
stances were so high they could be recovered only with a highly successful 
worldwide distribution program. As a result, far fewer films have been pro- 
duced since 1980. The Canadian films that do manage to go into production 
today are likely to be produced by those with experience and a reassuring 
track record. 

Although the films in production in the late 1970s were financed by 
Canadian investors and subsidized by the Canadian public through tax 
shelters, they were films intended for a mass-market, North American au- 
dience, not a Canadian one, with the added presumption that Canadians 
preferred such films. Leading roles were played by U.S. stars. Toronto mas- 
queraded as Washington; Montreal became Chicago. Such films did employ 
large numbers of Canadian actors and creative and technical personnel. 
Nonetheless, industry critics charged that Canadian talent was used chiefly in 
subordinate positions. The Committee is convinced that the federal govern- 
ment’s film policy should do more than fight unemployment. If two of the ob- 
jectives of that policy are — as we believe they are and should continue to be 
— to enable Canadians to create fresh and distinctive Canadian films, and to 
enable audiences in Canada and abroad to see those films, then experience to 
date has proved that the film tax incentive cannot by itself achieve either of 
those objectives. 

A second consequence of the tax incentive demonstrates the same 
point. French-language feature films, as we have noted earlier, enjoyed a 
vigorous period artistically during the early 1970s. At that time, the CFDC 
helped finance approximately two French-language films for every three 
English-language films produced. This situation changed with the introduc- 
tion of the 100 per cent Capital Cost Allowance tax incentive. Few French- 
language films benefited from the tax incentive because, as was noted in the 
1976-77 CFDC annual report, “there was a continued reluctance on the part 
of investors to finance French-language films since their international market 
potential is more limited than for the English-language films.” The average 
French-language film budget was substantially lower (often below $500,000, 
with some of the earlier films budgeted below $200,000) than the English- 
language films (which often cost over $3 million). Yet in 1978 and 1979 
almost two-thirds of the French-language films made were produced without 
benefit of the tax incentive. 
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A third consequence of the film tax incentive was its impact on the role 
of the CFDC. As the Capital Cost Allowance incentives stimulated the flow of 
large amounts of private capital into English-language Canadian features, the 
role of the CFDC as an investor became considerably less significant. The 
CFDC changed its emphasis from providing equity financing for lower-budget 
Canadian features to one of providing interim or bridge financing for films to 
be financed eventually by private investors using the tax shelter. This change 
affected the way the CFDC attempted to achieve its objectives when making 
decisions to invest. The CFDC became a banker looking to investment brokers 
for recoupment. In 1981, the CFDC broadened the scope of its programs to in- 
clude not only support for commercial feature films but also for short films 
and video productions, something it had not done before, and for documen- 
taries and television dramas. If these changes mean that cultural values begin 
to play a greater part in the CFDC’s financing decisions, then federal film 
policy may be moving in a desirable direction. 


The National Film Board as Pioneer 

Canada’s strong record in non-theatrical film production has already been 
mentioned. For many years the National Film Board was the primary source 
of Canadian film production. In its initial phase, the NFB’s activities were 
geared to the war effort. Following that period, it redirected its production ac- 
tivities to include short films of high artistic and technical quality while still 
continuing to fill the film needs of government departments, at their expense 
and according to their needs. 

The NFB has been a world pioneer in developing such film and video 
techniques as three-dimensional film, the use of hand-held cameras, synthetic 
and stereophonic sound, sound synchronization techniques, and a variety of 
animation techniques. The NFB has served as a training ground and ex- 
perimental laboratory for many of Canada’s filmmakers who have achieved 
international reputations: Norman McLaren, Claude Jutra, Gilles Carle, Michel 
Brault, Tom Daly, Sidney Newman, Anne-Claire Poirier, Colin Low, Kathleen 
Shannon. The NFB has helped train much of the broad base of technical and 
creative talent active throughout Canadian film production. It has helped 
other countries in similar ways. Important, too, has been the NFB’s engage- 
ment with Canadian social issues through, for example, its “Challenge for 
Change” series and the work of Studio D, its women’s unit. A high point in the 
NFB’s history of imaginative ability and achievement was reached with its 
Labyrinth pavilion at Expo 67 in Montreal. A large collection of international 
awards attests to the NFB’s prestige. 

It is impossible to imagine the history of filmmaking in Canada without 
the initial, nurturing presence of the NFB. However, today the NFB no longer 
occupies a central position in Canadian film. It continues to issue film and 
video productions from its facilities in Montreal, to distribute its products 
through a network of 27 offices across Canada and abroad, and to procure 
films for government departments. But it is independent production which 
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now attracts many of the skilled filmmakers who once were drawn to the 
NFB. This is true not only of television commercials and feature film produc- 
tion, neither of which the NFB was ever expected to produce, but true also of 
the documentary film, in which the NFB was once preeminent. Even within 
the public sector, the NFB’s mandate “‘to interpret Canada to Canadians and 
to other nations” has been increasingly assumed by the CBC’s news and 
public affairs programming. 


The Canadian Film Market 


The best available data from Statistics Canada tell an instructive story about 
filmmaking and film distribution in this country. According to 1980 figures, 
the most recent ones available, the largest revenue source by far for Cana- 
dian film and video production companies in the private sector was the 
television market. There were 292 production companies in the private sec- 
tor, and 27 had annual revenues of over $1 million. These companies 
reported that more than 30 per cent of their revenues came from selling and 
renting television programs and almost 41 per cent were derived from televi- 
sion commercials, for a total of 71 per cent. Less than 24 per cent of their 
revenues were derived from non-theatrical sources — such as schools, 
libraries, government, industry and private individuals — and the smallest 
revenue source of all was the theatrical market, the movie theatre chains and 
independent cinemas. Only 3 per cent of the production companies’ revenues 
came from feature films and a bit more than 2 per cent from shorts. 

The private sector film and video distribution companies reported a 
very different picture. In 1980, the distributors received 47 per cent of their 
revenues from the theatrical market. But of that 47 per cent, less than 3 per 
cent was generated by Canadian film and video productions and, in the 
television market, which represented 42 per cent of the distributors’ 
revenues, Canadian production occupied less than 8 per cent of the 42 per 
cent. Although the non-theatrical market was also the smallest revenue 
source for distributors, at 11 per cent, Canadian production generated over 
41 per cent of that 11 per cent. 

From these figures it is clear a very serious distribution bottleneck faces 
our film and video productions. The problem is greatest in the largest seg- 
ment, the theatrical market. The theatrical market is highly integrated with 
the United States market; both Canadian and U.S. theatres are supplied chief- 
ly by distribution companies which are integrated with the major Hollywood 
studios — Columbia Pictures, MGM-United Artists, Paramount Pictures, Twen- 
tieth Century-Fox Films, Universal Films, Warner Communications. These 
studios have the greatest control over what theatres exhibit because they 
control the ‘“‘blockbuster” Hollywood releases, which are what the theatres 
want. 
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Statistics Canada also reports that in 1980 foreign-controlled distribu- 
tion generated 72 per cent of the theatrical revenues in Canada and 65 per 
cent of the total distribution revenues. In that same year, the six largest 
United States production-distribution companies distributed only a few Cana- 
dian feature films. The organization representing these companies in Canada, 
the Canadian Motion Picture Distributors Association, told us at our public 
hearings in Toronto in July 1981 that the distribution of Canadian features by 
major U.S. companies had improved. However, it is still evident that the 
distributors’ greatest self-interest lies in promoting a Hollywood-type product 
in the Canadian marketplace. They have little commercial interest at present 
in distributing Canadian films if the primary market is Canada because, as we 
pointed out earlier, the distributors believe more money will be made by 
distributing films to a mass North American market than by developing a un- 
iquely Canadian market for Canadian films. To change this situation would 
require the participation of several federal agencies. | 


A New Film Policy for Canada 


We hope to see distinctively Canadian films made with high artistic and pro- 
fessional standards. We also hope that Canadian and international audiences 
have an adequate opportunity to view these films. The twin issues of produc- 
tion and marketing, content and demand, are equally important to us. 
Nowhere are these two issues more intertwined than in the area of film and 
video. Both film and video production and the government’s film policy itself 
have survived their birth trauma and troubled childhood. Both are now ready 
to embark on a new maturity. 

No single federal policy instrument is enough by itself to encourage a 
healthy Canadian film industry, from either the cultural or commercial point 
of view. A Canadian feature film, produced for even a reasonably low budget, 
will, it is assumed, earn some of its revenues from distribution in theatres and 
through pay-television sales, but it will probably also need help from the 
CFDC, the CBC and other federal agency programs. We urge the government 
to evaluate its film policy instruments, each one in relation to the others, in 
order to see them all as a package able to channel public and private funds 
into the making of distinctively Canadian films for Canadian and world au- 
diences. Public and private resources must complement each other. 


Financing Film Production 

In spite of its shortcomings in serving Canadian cultural values in film, the 
Capital Cost Allowance tax incentive has proven capable of attracting the 
large amounts of capital required for making feature films. And in spite of its 
financial limitations, a federal organization such as the CFDC is in place and 


Film 259 


ready to serve the objectives of a renewed Canadian film policy. What is now 
required is a pragmatic partnership between these two resources to finance 
the production and distribution of good and attractive Canadian films for 
audiences everywhere. 

Some genuine emphasis in government policy must be restored to the 
words “good” and “Canadian.” Only Canadians will make Canadian films. 
Therefore, the criteria by which films are judged eligible for Canadian govern- 
ment assistance, whether by the CFDC or by the administrators of the cer- 
tification system, must ensure not only substantial majority participation by 
Canadian creative personnel but also Canadian control of production. As for 
“good” films, a new way of dealing with questions of quality must be in- 
troduced into government film financing decisions. This goal can be ac- 
complished by providing the CFDC with a mandate and resources to play a 
more aggressive role in government film policy. Close working relationships 
and consultations with filmmakers are essential. Finally, there must be 
decisive government action to ensure effective public distribution of the films 
whose creation is being financed with the public’s money. 

A Canadian film policy structured along these lines would recognize in 
fact what has long been acknowledged in theory — namely, that such a policy 
is motivated by cultural goals and only secondarily by industrial or commer- 
cial ones. This approach would counter a widespread tendency to assume 
that the United States audience and the mass-market values of the 
distributors serving that audience are the only arbiters for Canadian commer- 
cial audiences. Two salient facts have been missing from the debate on Cana- 
dian film policy. First, some Canadian films would be able to support 
themselves in the Canadian market alone if they were made with moderate 
budgets, had adequate access to distribution and exhibition throughout that 
market, and were assured government financial assistance in the early stages 
of production. Second, it should be remembered that internationally celebrat- 
ed directors such as Kurosawa, Bergman, Truffaut or Fellini have made an im- 
pact on the world in part because their films are so quintessentially Japanese, 
Swedish, French or Italian. 

We believe that additional federal funding will be needed by the CFDC if 
we are to produce quality Canadian productions for television and cinema 
screens. We also believe a substantial demand for assistance is justified until 
profitable markets are established. With these considerations uppermost in 
our minds, we recommend the following. 


61. The Canadian Film Development Corporation should have 
its role and budget substantially enlarged so that it may 
take bolder initiatives in financing Canadian film and video 
productions on the basis of their cultural value and profes- 
sional quality. 
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In assessing these latter two considerations, the CFDC must not itself 
become an arbiter of Canadian content or taste; we anticipate the CFDC draw- 
ing consistently on the advice of a broad and varied range of film profes- 
sionals to guide its financing decisions. The CFDC should also resort to the full 
range of financing options provided for in its Act — the subsidies and loans as 
well as the equity investments — to fulfil its cultural mandate. The CFDC 
would not be expected to recoup its funds quickly or even at all in some in- 
stances, although there is no reason why films selected by the Corporation 
for encouragement because of their cultural values should not also be chosen 
by private investors who seek profits. Good films can also be profitable ones. 

Filmmaking, as we have already noted, requires large quantities of 
capital. Films cannot be produced without a large infrastructure. For that 
reason, some government fiscal instruments should be designed to en- 
courage the investment of private funds in the development of independent 
Canadian production companies. Fiscal instruments that foster one-shot film 
projects should be avoided in favour of those which can promote a sustained 
film production industry over the long term. Now that some experience has 
been acquired with the Capital Cost Allowance, this objective should be more 
readily attainable. 


62. The Capital Cost Allowance tax incentive for investment in 
Canadian film production, or at the very least some 
equivalent incentive, should continue to be used in order to 
channel private capital into Canadian filmmaking. 


Fiscal instruments which seek to channel large sums of money to a 
particular project are more efficient if very few restrictions are placed on their 
use. The larger the number of restrictions, the smaller the volume of funds at- 
tracted by the fiscal instrument. There is, in other words, a trade-off between 
the cultural objectives sought by the certification requirements and the in- 
dustrial or commercial objectives of attracting funds to the industry. The 
greater the certification requirements, the less efficient the instrument. Stri- 
king the right balance is important. It is because we believe fiscal induce- 
ments are not very efficient cultural instruments — although they are efficient 
industrial tools — that we believe the CFDC should play a larger role in film- 
making activity, over and above any current fiscal inducements. 

In areas of production outside the feature film field, we would expect 
the CFDC to exercise rigorously the part of its mandate which empowers it to 
finance short films and video productions. We anticipate then that documen- 
tary and other “small” filmmakers would turn to the Corporation as their 
principal federal source of production assistance. 

We also think it is reasonable to propose that the operations and pro- 
ject funding of film organizations and film cooperatives should be provided 
by the CFDC, a responsibility currently exercised mostly by the Canada Coun- 
cil. We believe there is much to be gained from bringing the many aspects of 
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the film and video world into close contact with each other because of the in- 
terdependence that characterizes that world. The efficacy of service and um- 
brella organizations could best be measured by a CFDC which would be func- 
tioning within the heart of the industry; even film cooperatives could benefit 
in the long run from such a relationship. On the other hand, the activities of 
what we had earlier called “film artists,’ whose concerns may fall within 
either the film or video medium, should continue to seek funds from the 
Canada Council. We assume that the CFDC would seek advice on its funding 
decisions from the filmmakers and from all agencies involved in film activity, 
including the Canada Council and the National Film Board. 

Finally, the certification and other aspects of the operation of the 
Capital Cost Allowance tax scheme for film should continue to be ad- 
ministered by a small, efficient staff within the Department of Communica- 
tions. That department should be able to monitor these functions closely. 


Financing Film Distribution 

Such measures as we have recommended for strengthening the cultural con- 
tent of Canadian film production must be complemented by similarly strong 
action to ensure Canadian films access to Canadian screens. Because the 
major foreign-controlled distributors in this country have not shown sufficient 
interest in Canadian films to assure a promising future for a truly indigenous 
production industry, we believe that Canadian filmmakers’ best hope lies in 
allying themselves with a Canadian-controlled, strong distribution industry. 
The capital necessary to build up participation by Canadians in this aspect of 
the industry — namely, marketing Canadian films successfully to Canadian 
theatre and television audiences — could be provided directly or indirectly by 
some or all of the following methods: 


- Subsidies could be provided by the Canadian Film Development 
Corporation or the Department of Communications on the basis of a 
percentage of a qualifying company’s revenues from distributing 
Canadian films. This method could be designed using as a model 
the sales and marketing incentive for Canadian book publishers 
which has been established by the Department of Communications. 

. Loans could be extended to Canadian-owned distributors, either 
from the Canadian Film Development Corporation or through the 
Federal Business Development Bank. These loans could be 
guaranteed by the CFDC, scaled to the company’s distribution of 
Canadian films. 

. An incentive equivalent to the Capital Cost Allowance for production 
could be extended to investment in Canadian-controlled film distribu- 
tion companies, scaled to their distribution of Canadian films. 
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63. The federal government should provide the Canadian- 
controlled film distribution industry with the economic 
strength to market Canadian films successfully to Canadian 
and foreign audiences through all channels of exhibition 
and sales. 


In addition, we propose that the National Film Board’s foreign distribu- 
tion and sales function be integrated into a new “Film Canada” operation 
with the Canadian Film Development Corporation as the responsible 
operating agent working closely with other departments and agencies. The 
present NFB offices outside Canada, at least the appropriate and effective 
ones, would form the basis for this operation. The new organization would 
assume most, if not all, of the functions now performed by the NFB, the 
Department of External Affairs, the Department of Communications and the 
CFDC itself for promotion, sales assistance and exhibition of Canadian films 
outside Canada. As we note in Chapter 11, “International Cultural Relations,” 
under the section on promoting and marketing abroad, a start has been 
made on presenting a unified approach in international markets by three of 
these bodies: the Department of Communications, the CFDC and the NFB. An 
extension and consolidation of this initiative into the operation we are pro- 
posing seems appropriate. 

Film Canada would concern itself with the international prospects for 
all Canadian films from all sources because we have no wish to limit the view- 
ing of Canadian films solely to Canadian audiences. Filmmakers as in- 
dividuals, not just federal or provincial government offices, would be able to 
take advantage of the services offered by Film Canada. Any increased interna- 
tional exposure of Canadian productions from whatever source will be in 
Canada’s best interests, to say nothing of the benefits to be earned from sales 
outside the country. In some instances such sales are absolutely essential to 
the ability of some film projects to recover their costs. For such ventures it 
can be a matter of ‘export or die.” In any case, the possibilities for wide sales, 
stimulated by a greatly increased worldwide demand for film and video soft- 
ware, could make a significant difference to Canada in economic terms if our 
potential in film production, promotion and distribution can be realized. Film 
Canada should aim to make that possible. 

The Film Festivals Bureau now operating within the Department of 
Communications should be part of this new operation. This would enable 
support for domestic film festivals as well as participation in international 
events to be better coordinated with all other film activities and interests. 

If the film industry is strengthened economically, it will have a chance 
to become profitable, to attract private investment and, at the same time, to 
serve an important Canadian cultural objective. 


Film 263 


Exhibition of Canadian Films 

The area of theatrical exhibition is under provincial government jurisdiction; 
nevertheless, we cannot omit some comment addressed to the provinces on 
this central point. We believe provincial governments have a responsibility to 
their own citizens to make a home for Canadian films in Canada, whether by 
exhibition quota, levy or any other means they consider appropriate. If the 
federal government continues to play its part in fostering the development of 
indigenous Canadian film, the provincial governments may see their own 
roles more clearly. 


A New Role for the National Film Board 

The course of recent events has altered the historic place and role of the Na- 
tional Film Board. The Board’s output of new work no longer represents a 
significant film experience for the Canadian public. Its short films are seldom 
shown in Canadian theatres because theatre owners do not believe these 
films have audience appeal. Nor are current NFB productions a staple of 
either television programming or even the curricula of educational institu- 
tions in Canada. The NFB’s displacement from centre stage has occurred for a 
number of reasons, of which institutional inertia is not the least important. 

Three decades ago, the Massey-Lévesque Commission recommended 
that the NFB ‘‘develop its research and experimental work in documentary 
films and especially in films designed for information and instruction.” In 
1951 the NFB’s legislation was redefined and its resources and facilities ex- 
panded. At that time the NFB had strong support from the individuals and 
public bodies presenting briefs to the Massey-Lévesque Commission. At our 
own public hearings in 1981 we did not find that same level of support. 
Much has changed in the world of film and video since 1951. Television news 
and public affairs programming and private sector film and video production 
have all assumed much of the NFB’s function in providing ‘information and 
instruction,” as well as in “interpreting Canada to Canadians.” 

The National Film Board’s situation becomes particularly questionable 
when we consider its high level of funding. In 1981-82, it spent about 
$66 million, $48 million of which was provided by a parliamentary ap- 
propriation. Some $28 million of its budget went into the production of 57 
original films and 45 other audio-visual items; another $16 million was spent 
on its distribution operations and facilities. As a point of comparison, in the 
10 years between 1968 and 1978, the Canadian Film Development Corpora- 
tion invested a total of only $26 million in Canadian films; in 1979, according 
to a study on the film industry prepared for this Committee, the actual cost to 
the federal treasury of the 100 per cent Capital Cost Allowance tax incentive 
for film investment was probably not more than $14.5 million; and in 
1980-81, the Canada Council’s entire budget for individual artists and 
organizations in film and video was less than $2 million. 

We suggest the time has come for the government to reappraise and 
redefine the mandate of the National Film Board in a manner consistent with 
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its historic role as pioneer and leader in the film industry. The NFB’s share of 
the federal government’s resources for film cannot be justified if judged by 
the cultural benefits Canadians now receive from the NFB. We recommend a 
new direction for the NFB because we are convinced it is possible to build on 
the Board’s current strengths in order to allow it to contribute significantly to 
Canada’s film needs in the 1980s and beyond. 


64. The National Film Board should be transformed into a centre 
for advanced research and training in the art and science of 
film and video production. 


There is a need for research in the field of the moving image, and the 
National Film Board should be in the vanguard of that research. The Board’s 
original mandate required it ‘to engage in research in film activity and to 
make available the results thereof to persons engaged in the production of 
films.” In carrying out its responsibility, the NFB earned a position as a leader 
in the evolution of cinema. We would like to see the NFB emerge in the future 
as the unquestioned leader in this field, a role it is well equipped to fill, provid- 
ed it is allowed to concentrate on that goal and equipped with sufficient 
resources for the purpose. 

Filmmakers who have shown an interest in new communications 
technology and techniques have all too often worked in a vacuum. The pro- 
posed new NFB would reach out to users and other research centres, collec- 
ting and disseminating useful information. Workshops and seminars would 
help to spread information about the Board’s activities, and to relate its work 
to all aspects of film and the film industry. Because its research would be 
planned and implemented with the participation of related federal agencies, 
provincial film and broadcasting bodies and the private sector, the NFB 
would contribute to a wider pooling of knowledge and the effective exploita- 
tion of the resulting benefits. In our view, such a centre would enable Canada 
to play an innovative role in the film and video technologies that are so 
critical to the cultural life of this country. 

Centres for advanced research inevitably become centres for advanced 
training. We would like to see the NFB develop as a centre with training ac- 
tivities that extend and complement those of Canada’s educational institu- 
tions. If successful, the new NFB would attract aspiring young filmmakers of 
unusual talent and ambition, as well as experienced film artists seeking ar- 
tistic renewal. We believe filmmakers from other countries would also be at- 
tracted to such a centre. It is in line with Canada’s, and the NFB’s, traditional 
generosity that the Board would lend its expertise to filmmakers in Third 
World and other countries, and would invite them to hone their skills here. 

The new NFB would continue to be engaged in film and video produc- 
tion as part of its training and research. But it is our conviction that its pro- 
duction should be limited to what would be required by these activities. The 
experimentation with new techniques, the innovative work in new areas, the 
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training of filmmakers — all would determine the level of production to which 
the NFB becomes committed. The role we envisage for the NFB will enable it 
to achieve a new prominence in the world of film and video arts. 

As a new mandate for the NFB is realized, a number of the Board’s cur- 
rent operations can be assumed by other federal agencies. 


. All film and video needs of federal government departments, now 
handled by the National Film Board on their behalf, should be filled 
by independent producers. 

° The Department of Supply and Services should set up a coordinating 
and advisory service to handle tenders and supervise contracts to 
independent producers under Treasury Board scrutiny. Close work- 
ing relations between independent film producers and departmental 
employers should be encouraged. 

: As described earlier, the NFB’s foreign distribution and sales func- 
tions should become part of the Film Canada operation under the 
auspices of the CFDC. The NFB’s present offices would become cen- 
tres for the sales, promotion and viewing of Canadian film and video 
production, both public and independent. 

- Over the past 40 years, the NFB has accumulated a valuable film 
library which should be available to be seen by Canadians. We 
believe the realization of the distribution potential of these films falls 
well within the operating mandate we are proposing for the CBC in 
Chapter 10. Given control over the NFB film library, its maintenance, 
packaging and repackaging, the CBC could widen the distribution of 
NFB films to Canadian audiences. We anticipate that before long the 
cumbersome and costly method of showing visual materials on film 
stock will be replaced by the use of videodiscs or videocassettes, a 
more easily managed format for inexperienced users. We would like 
to see our hundreds of public and school libraries become more ef- 
fective distributors of audio and video productions than the 27 NFB 
offices have been in recent times. We propose that the CBC become 
responsible for that development, melding its own library with that 
of the NFB. The actual maintenance of the film vaults and the safe 
preservation of the NFB film library should be assumed by the 
Public Archives of Canada, which has already accessed hundreds of 
hours of CBC radio and television programs. 

In the field of still photography, the NFB’s technical, processing and 
commercial activities should be taken over by the Department of 
Supply and Services, including the functions of the Canadian Govern- 
ment Photo Centre and the NFB Photothéque. The valuable collec- 
tion of stills which is available for a fee to government departments 
and commercial users alike should be maintained and developed as 
a useful service. 
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: The pioneering and much-praised achievements of the NFB Photo 
Gallery should be built upon. The Contemporary Arts Centre, which 
we have proposed in Chapter 5, would become a suitable venue for 
that collection, providing an exhibition space that links still photo- 
graphy with other contemporary art forms, and developing publi- 
cations, catalogues and other promotion devices to encourage a better 
understanding and acceptance of the art. This Centre would, in effect, 
take over the principal activities of the NFB Still Photo Division. 

. The government would be advised on film activities and policies not 
exclusively by the National Film Board under its new mandate, but 
also by the Canadian Film Development Corporation, the Canadian 
Broadcasting Corporation, the Canadian Radio-television and 
Telecommunications Commission and the Canada Council. 


Creative Leadership 


We are confident that the measures we have proposed here and in Chapter 
10 will result in more films and video materials being made on behalf of en- 
larged and receptive audiences inside Canada and elsewhere. We have sought 
to clarify the roles to be played by government participants in the film in- 
dustry which will provide a more fertile environment for Canadian producers 
and distributors to make and promote films that reflect Canadian sensibilities. 
This in turn will mean that Canadian writers, directors, designers, editors, 
composers, performers and technicians are more likely to have a medium 
within which they can work and thrive. 

As in most other areas of the arts, Canada has proved that it can 
generate film artists and technicians of the highest calibre. Until now the best 
of them have had to seek their livelihood elsewhere, depriving Canada of their 
talents. Hollywood’s studios and boardrooms are well populated with Cana- 
dian performers and directors; the film and television screens in the United 
States, France and Britain attest to that. It is time to lure these artists back. 
We must ensure in future that talented Canadians remain in Canada, so that 
Canadian audiences and the domestic industry can benefit directly from their 
efforts, and so that the rest of the world can enjoy what these artists produce 
from the vantage point of their own land. 
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Broadcasting 


Television and radio broadcasting have preoccupied us a great deal 
throughout our deliberations. The fact that we, and those who submitted 
briefs to us, expended much time and thought on this complex and challeng- 
ing subject is a reflection of its importance in contemporary life. Canadians ac- 
tually see more films and dramatic productions on television than in cinemas 
or theatres, and for most people, radio is a major source of music. Through the 
broadcast media we also obtain news, information and commentary that in- 
fluence our attitudes to many issues of the day — social, political, scientific and 
cultural. It is no exaggeration to say that broadcasting continually colours and 
even shapes the way we see the world around us. 

Our broadcasting system itself has been a central issue of public debate 
for several decades now. Canadians care deeply about broadcasting because 
they expect so much from it. Yet at the same time, there has been a struggle to 
maintain a vigorous Canadian presence within a broadcasting system that is 
so plentifully supplied with popular foreign programming. 

That particularly Canadian struggle received its greatest challenge from 
the introduction of network television in the 1950s and from the later spread 
of cable services. Today the Canadian broadcasting system faces challenges of 
perhaps equal magnitude resulting from continuing and rapid technological 
changes. As always, such changes bring with them opportunities and 
dangers; the emerging broadcasting environment will change the ways in 
which television and radio programs are delivered and received, but it will 
also challenge our creative talents and our collective resolve. If we respond im- 
aginatively, this Committee believes that the prospects for a genuine improve- 
ment in quality Canadian cultural expression will be greatly enhanced. If we 
respond too timidly, it is difficult to assess how great the damage will be, but 
we are convinced that it will be significant. | 

We shall examine the nature of some of these technological changes, 
describe the problems now facing the Canadian broadcasting system and 
recommend ways of achieving the goals that we believe the system should 
have. Because television is where most of the changes are taking place, we 
shall concentrate on it particularly, though not exclusively. 
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Broadcasting 


The Emerging Broadcasting Environment 


In the best of circumstances, forecasting the future is a risky business; when 
everything seems to be changing at once, it is even riskier. But the following 
list of the changes that the broadcasting environment is likely to undergo in 
the next decade or so includes several developments that are already under 
way. The formulation of rational and effective cultural policies for broadcasting 
requires an understanding of these changes and their consequences. The in- 
telligent public discussion of broadcasting issues makes such an understan- 
ding imperative. 


Here are some likely features of the emerging broadcasting environment 


in the very near future: 


The number of Canadian households served by cable television will 
probably increase by the year 2000 to nearly 85 per cent of all 
households. The percentage of cable subscribers able to receive more 
than the 12 basic channels, through the use of converters or cable- 
compatible television receivers, is likely to grow from 30 per cent in 
1980 to close to 100 per cent in 1990. 

A variety of new cable-delivered home services — such as emergency 
medical alert, burglar and fire alarm, banking, catalogue shopping, 
information and distance-learning programs — will soon be provided. 
At least one out of four Canadian households, it is expected, will own 
either a videocasette or videodisc unit capable of recording and play- 
ing television programs and films. 

Telidon-type videotex terminals will be more widely used, accelerat- 

ing the use of interactive services involving two-way communication. 
Such services will be distributed by cable, fibre optics, telephone, ter- 
restrial transmitters and Direct Broadcast Satellites (DBS). 

Satellites will transmit more powerful signals than at present, enabl- 
ing them to be received by small, low-cost earth stations or “dishes.” 
By 1986, several satellites originating from the United States will prob- 
ably be in operation, sending messages directly into homes through 
dishes whose cost will be no more than that of a colour television 
set. The signals from such Direct Broadcast Satellites will spill over 
into Canada, becoming available to most of our population, although 
some of these signals will require a decoding unit to “unscramble” 
them. 

A dramatic increase in user-pay services — both of the pay-per- 
channel and pay-per-program variety — will occur. Service will be 
provided through several cable “tiers,” each offering a distinct 
package of services. 

Audio and video retrieval systems permitting the user to call up 
specific programs will become common. Electronic video games and 
music are already being sent to some cable subscribers from a 
centralized computer. 
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These changes will have important consequences for broadcasting in 
general and for Canadian broadcasting in particular. If these consequences are 
disregarded by policy-makers they can cause serious damage to Canadian 
creative expression and culture. But if they are properly taken into account, 
they can usher in a new era of development for Canadian creative talent and 
for the participation and enjoyment of Canadian audiences. We focus on two 
of these consequences in the next few pages, because they appear to us to be 
the most important for a critical evaluation of current Canadian broadcasting 
policies and for the formulation of strong workable alternatives. Other effects, 
important in different contexts, are mentioned only briefly. 


Increased Program Choice 

The first and possibly the most important effect of the emerging broadcasting 
environment is that viewers will have a greatly increased choice of programs. 
To an extent, the control over programming is passing from the hands of 
broadcasters to viewers and listeners. This phenomenon, which has been 
taking place increasingly for many years, results in a fragmentation of audi- 
ences which is often observed with a jaundiced eye by broadcasters. 

This fragmentation of audiences — or, to put it more positively, the in- 
creased capacity of viewers to watch programs of their own choosing — is not 
solely a technological phenomenon. It is true that the technology will enable 
viewers to choose among a hundred channels (some provided as a basic ser- 
vice, some for a price), to rent or buy a large variety of videocassettes, to call 
up programs, games and other services from centralized computer memories. 
But that freedom of choice will also be derived from the fact that viewers will 
pay for what they watch, whereas under the prevailing arrangements, pro- 
grams are paid for by public funds and by advertisers, so that viewers have to 
take what is given them. 

When broadcasting is partially or wholly paid for by advertising, broad- 
casters search for the largest possible audiences. Large audiences mean high 
ratings and therefore large advertising revenues. Since there is a limited 
number of channel or station outlets, many potentially good programs are not 
produced. Even though there might be an audience large enough to allow 
them to be produced profitably, there are other programs with even larger au- 
diences that are still more lucrative and these win out. If television programs 
were sold to audiences, as in the case of pay-television, broadcasters would, in 
many instances, search for and find profits with relatively small audiences. 

As we shall see in more detail later, the search for the largest possible 
audiences has shaped many of the features of broadcasting as we know it to- 
day: large networks, syndication of programs, broad similarity of content at 
any time period, and a lack of specialization in types of programs. 

With audience fragmentation — or freedom of choice for viewers — the 
nature of networks will change. Already new types of networks are appearing, 
such as those being established to provide pay-television services, as well as 
new cable networks such as the ATV-2 service in the Atlantic region. Television 
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broadcasters will probably become more specialized in the production of pro- 
grams, provided they have a market large enough to yield a profit. Thus there 
will be much more variety in the television programming fare available, satis- 
fying many more minority tastes. The key task for Canadians will be to exploit 
the new possibilities in an enlightened way, and this Committee welcomes the 
opportunities that the emerging environment offers for Canadian creative 
talent, present and future. 


Broadcast Regulations and Balanced Programming 

A second consequence of the emerging environment will be its effect on 
Canada’s broadcasting regulations, from policies for the licensing of stations to 
Canadian content requirements. As the new environment takes shape, it is in- 
evitable that the role of the regulator will change. In the past it has been possi- 
ble to use regulation to exert a major influence on the broadcasting system; 
but with so many new programming sources available to the consumer, 
regulation of broadcasting as an instrument of policy will be transformed. 

Canadian network television began 30 years ago. But for some time 
before that, many Canadians living near the United States border had been 
buying television sets and antennae to pick up American shows. In 1952, at 
the inauguration of Canadian Broadcasting Corporation television services in 
Montreal and Toronto, there were already some 146,000 television sets in 
Canadian homes. The motive for launching television in Canada was to pro- 
vide a Canadian alternative to U.S. programs. The CBC proceeded to establish a 
microwave delivery system that eventually carried its programs over a 
4,000-mile communication network into more and more Canadian homes. 
Because it was the only service in many regions, because of the great interest 
of Canadians in American television programs, and because of the desire to 
compete for the station loyalty of border residents, the English network of the 
CEC filled about 40 per cent of its schedule with foreign — mostly American — 
programs. The proportion for the French network was about 25 per cent. Prac- 
tices to regulate the use of the limited frequencies for television were adapted 
directly from radio, where they had been introduced very early to control use 
of the airwaves. 

Partly to demonstrate the government’s desire to remain at arm’s ene 
from CBC programming decisions, and partly to reduce the cost of CBC televi- 
sion to the public purse, revenues were to be sought from two sources: adver- 
tising and licence fees paid by television viewers. This strategy had the effect 
of forcing the CBC to compete for audiences at a time when it was also being 
influenced by United States broadcasting styles. The CBC's first competition 
came from U.S. border stations and soon extended to private broadcasters in 
Canada. As early as 1953 a private English-language station opened in Sud- 
bury, followed a year later by a private French-language station in Quebec 
City. By 1958 there were 36 private stations operating in this country. 

Although the viewer licence fees were abolished in 1953, to be replaced 
by an excise tax of 15 per cent on television receivers and parts earmarked for 
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the CBC, the advertising component of the financial strategy remained. Adver- 
tising has been kept as a source of revenue for CBC television to this day. Yet 
its presence can no longer be justified on the grounds that it keeps govern- 
ment at a distance, because gross advertising revenue represents only about } 
16 per cent of the Corporation’s income. We shall examine the effects of that 
mode of financing later in the chapter. 

One of the elements of the philosophy of Canadian broadcasting regula- 
tion that is still with us today is the view that there is a “single national 
system” in which privately owned broadcasting is supposed to cooperate or at 
least coexist with the state-owned network. (Until the creation of the Board of 
Broadcast Governors in 1958, the private broadcasters were actually 
regulated by the public network.) Associated with the notion of a “single na- 
tional system” is another principle which still plays a central role in regulation, 
that of “balanced programming.” Balanced programming was intended to 
produce a mixture of programs with something for everyone in the course of a 
week. 

A new Broadcasting Act in 1968 made it clear that the broadcasting 
system as a whole, including both elements — the publicly owned and the 
privately owned — had to provide balanced programming. The rationale for 
this prescription was that many Canadians had access to only one service, 
usually the CBC, and were entitled to the mixture of programs that other Cana- 
dians enjoyed, including news, public affairs, sports, variety entertainment, 
American comedy and drama, and so on. 

In the future broadcasting environment described earlier, all Canadians 
will have access to a multiplicity of television channels. A continuation of the 
Broadcasting Act’s principle of balanced programming by the CBC will lead 
only to a duplication of programs, a phenomenon that is already too much 
with us. As we emphasize later on, what Canadians need from the CBC is an, - 
alternative to private broadcasting. That is the only way to have true balance | 
in the broadcasting system as a whole, in the spirit of the 1968 Act. 

One ingredient in the “balance” which has always created a special 
problem and which flows from one of the objectives of the Broadcasting Act 
is Canadian content. The problem of Canadian content stems from two facts: 
first, it is much cheaper to acquire a foreign program than to produce a 
domestic one of equivalent quality; and second, foreign, especially U.S., com- 
edy and drama tend to attract larger audiences than Canadian equivalents 
because they can be more heavily promoted and because the larger market 
to which they are sold makes it possible to invest larger sums in their produc- 
tion, thus often enhancing their appeal. 

We leave for later discussion the analysis of regulatory practice for 
Canadian content. We simply note here that the introduction of cable televi- 
sion in the late 1950s massively aggravated the problems of regulation with 
respect to Canadian content. Cable has advantages over conventional off-air 
reception. It can provide clearer pictures because it overcomes the difficulties 
created by obstacles, such as mountains and high buildings, that interfere 
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with signal diffusion, and it also makes possible the reception of programs 
that are out of reach of the typical home antenna. Canadians subscribed to 
cable for these reasons. But another motivation, which soon dominated all 
the others, was the opportunity to receive U.S. stations showing programs 
from the three big networks — the Columbia Broadcasting System (CBS), Na- 
tional Broadcasting Corporation (NBC) and American Broadcasting Company 
(ABC) — and documentaries, music and drama from the Public Broadcasting 
System (PBS) network. Once Canadian cable services were authorized, a flood 
of American programs poured onto Canadian television screens. 
In the new broadcasting environment, these problems of Canadian 
x content will be multiplied. Large numbers of Canadians everywhere will be 
able to rent or buy videocassettes and videodiscs from stores as close as 
their newspaper and magazine stands, making the world’s movies and televi- 
sion programs instantly available. With the use of small satellite dishes able 
to receive U.S. signals, we will have access to shows and games distributed all 
over North America. It will then become much more difficult to regulate Cana- 
dian content effectively. Under such circumstances, the only alternative 
would seem to be a completely different approach to the Canadian content 
question. 


Problems of the Present Broadcasting System 


Section 3 of the Broadcasting Act of 1968, which is still in force, describes the 
government’s objectives in broadcasting. These can be summarized as 
follows: the broadcasting system is to be a “single system,” to be “effectively 
owned and controlled by Canadians” so as to “safeguard, enrich and strengthen 
the cultural, political, social and economic fabric of Canada.” It should offer a 
varied, comprehensive choice of programs, permitting a “balanced opportuni- 
ty for the expression of different views on matters of public concern.” The pro- 
gramming of each broadcaster is to be of “high standard,” “using predomi- 
nantly Canadian creative and other resources.” The system must ee 
educational services. 

The Canadian Broadcasting Corporation is required to offer services in 
English and French, which should be extended to, and serve the needs of, all 
parts of Canada. It must also balance “information, enlightenment and enter- 
tainment for people of different ages, interests and tastes.” It must promote 
the “exchange of cultural and regional information and entertainment.” Final- 
ly, the CBC must “contribute to the development of national unity and provide 
for a continuing expression of Canadian identity.” 

To achieve these objectives, the federal government has two instru- 
ments: the Canadian Broadcasting Corporation, of course, and the Canadian 
Radio-television and Telecommunications Commission (CRTC), which is the 
body that regulates the CBC, the private broadcasters, cable television and 
telecommunications. 
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It is not easy to determine the extent to which the objectives listed 
above have been achieved. The task is difficult partly because the objectives 
are vague and largely unmeasurable, and partly because they are inconsis- 
tent. For example, the broadcasting system is “effectively owned and control- 
led by Canadians,” but has that safeguarded, enriched and strengthened the 
cultural fabric of Canada? Does each broadcaster use ‘“‘predominantly Cana- 
dian creative and other resources’? Are the needs of regions adequately ser- 
ved by the CBC? The answers to all such questions depend on how the terms 
are defined. 

This Committee, however, believes that those objectives which are pro- 
perly cultural have not, on the whole, been attained as fully as they could 
have been. The Canadian broadcasting system probably serves industrial and 
economic objectives fairly well. But as a dynamic promoter of Canadian 
creativity, as an intermediary between creative expression and Canadian au- 
diences, it has not done as well as it should have. The reasons for this short- 


coming are not to be sought in the motivations or competence of individuals. < 


Nor is it the search for profits or the desire for individual job security which is 
at fault, but rather the operation of economic forces, human mechanisms and 
counterproductive public policies — all of which can be altered. 

In the pages that follow we shall consider each of the major components 
of the Canadian broadcasting system individually. We begin with the CBC and 
the private broadcasters, after which we examine cable and satellites and con- 
clude with a discussion of the CRTC. 


The Canadian Broadcasting Corporation 


The CBC is a large organization broadcasting in both French and English. It \/ 


owns and operates 31 originating television stations and 62 originating radio 
stations. The CBC also has arrangements with 31 television affiliates and 81 
private radio affiliates to deliver a portion of CBC programming to areas where 
it does not own a Station. With 304 television and 666 radio rebroadcast 
transmitters the CBC spreads its signals into smaller communities. It operates 
a shortwave international service — Radio Canada International — which is 
described in Chapter 11, “International Cultural Relations,” and a Northern 
Service for radio and television which broadcasts to the Yukon and the 
Northwest Territories and to the most northerly regions of the provinces. Final- 
ly the CBC delivers, via satellite to cable television systems, the House of Com- 
mons debates in both official languages. 

According to its annual report for 1981-82, the CBC’s current expen- 
ditures totaled $792.6 million for that fiscal year. Parliament provided 
$598.5 million of that sum; $131.5 million was earned from advertising sales; 
$12.2 million came from other sources including interest, the sale of interna- 
tional rights and other marketed products; $45.9 million was accounted for by 
expenditures that did not require cash outlays, such as capital depreciation 
and amortization, provision for vacation pay, etc.; and a deficit of $4.5 million 
was registered. In addition, Parliament appropriated $66 million which was 


/ 
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used to finance depreciation and other of the above items. The CBC employs 
about 12,250 people in television and radio. 

The foregoing facts provide some indication of the Corporation’s size 
and the amount of the federal government’s expenditures on culture it ab- 
sorbs. They also suggest its potential importance for cultural policy. Given 
these facts and the responsibilities they imply, it is not surprising that the 
CBC has been the largest single employer of Canadian performing and writing 
talent for many years. The development of that talent can be credited 
especially to both the French and English services of CBC’s AM and FM radio 
networks. These have long been providing music, drama and literature to 
Canadian audiences; commissioning new works from writers and composers; 
sponsoring competitions, public concerts and music festivals; presenting live 
concerts played by Canadian orchestras; and producing broadcast recordings 
featuring Canadian musicians and some Canadian music. 


The Use of In-house Talent 
Unfortunately we cannot credit CBC television with the same creative in- 
itiative and intellectual leadership as we do CBC radio. It is true that Canadian 
television production teams have been able to develop within the Corpora- 
tion, and that occasionally Canadian orchestras, opera or dance productions 
and theatre companies are featured on CBC television. It is also true that a 
number of drama series produced by the CBC have provided outlets for 
talent, and that efforts have been made to provide a training environment for 
new talent of all sorts. But on the whole, relative to the total sums expended, 
--\the contribution of CBC television to Canadian cultural expression has been 
‘meager. Of course comparisons with the private networks in these matters 
are flattering to the CBC, since private broadcasters do too little to promote 
cultural activity. But we do not think it appropriate to evaluate the CBC’s per- 
formance in this way. We should rather like to draw attention to the CBC’s 
modest use of the large pool of Canadian talent that we know is available and 
waiting to be drawn upon. 

To obtain some quantitative appreciation of the use made by the CBC 
of outside talent, we note that in 1981-82, CBC radio and television networks 
combined, in all their services, paid out less than 9 per cent of their total ex- 
penditures in fees to musicians, writers, actors and performers, a percentage 
that falls to 6 per cent when non-unionized freelancers are excluded. Less 
than 2 per cent of total expenditures were made outside Ontario and Quebec. 
These are small numbers, which we suspect would be even smaller in terms 
that are truly meaningful if the CBC’s accounting practices provided defini- 
tions for the terms used in reporting how its money is spent. 

This Committee fully endorses the criticism heard during our public 
hearings that CBC television is not sufficiently open to Canadian creative talent 
and, more importantly, that it does not foster the growth of that talent suffi- 
ciently. We believe that the CBC should, in fact, act as a magnet attracting 
creative talent from all over this country, and should provide opportunities for 
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critical, dissident, daring and original voices that otherwise have no means to 
be heard. 

Clearly the CBC relies too much on in-house talent. We do not believe it 
does this because it is badly intentioned or because it wants to deny access to 
“outsiders.” It is not motives that are at fault but institutional dynamics. Good 
intentions, in whatever amount, would do nothing to resolve the serious pro- 
blems the CBC now faces. The reason why institutions like the CBC tend to rely 
to such a great extent on in-house services relates to the privileged position of 
one sort or another which those organizations occupy in society. Because 
some are able to operate as monopolists (sole suppliers) or quasi-monopolists, 
they eliminate virtually all the pressures of competition to operate more effi- 
ciently — such as eliminating wasteful practices, cutting back on redundant 
and unproductive personnel and, in general, searching for more effective ways 
of doing things. The result is a hardening of creative arteries and protection of 
the institutional status quo. The CBC is that type of over-protected operation. It 
is not a monopolist, but the fact that it receives so much of its gross income 
from Parliament effectively shields it and its employees from having to res- 
pond to changing circumstances. 

There is another element which is important to consider in explaining 
the particular position of the CBC. In seeking, quite rightly, to defend its arm’s- 
length status and also, but with much less justification, in fighting to retain a 
position of power within the Canadian broadcasting system, the CBC has 
developed a tradition of secretiveness which extends to virtually every arm of 
its activities. This secretiveness has shielded it from criticisms which could 
have helped it to deal more effectively with its problems of bureaucratic inertia 
and its sorry labour relations, and could have assisted it toward a sounder 
relationship with the arts and culture of Canada at whatever stages of 
development they may be. This is not a new phenomenon. The reports and 
decisions of the CRTC are witness to this fact, as are the reactions of the CBC to 
the recommendations these contain. The Corporation’s attitude was decried 
by the Committee on Broadcasting, chaired by Robert Fowler in 1965, a Com- 
mittee that seems to have had access to more information and to more 
analysis and documentation from the CBC than was revealed to this Commit- 
tee during our 11 encounters with officials of the Corporation during our public 
hearings. 

We are aware that CBC management is deeply concerned about its in- 
ability to make more effective use of the cultural and artistic talent of the coun- 
try, and about its apparent helplessness to serve as a force in developing 
strong new talent through television. The protracted strikes of the National 
Association of Broadcast Employees and Technicians (English services) and the 
Syndicat des techniciens du réseau frangais (French services) in 1980 and 
1981 over the capacity of the CBC to use “outside” talent testifies to that fact. 
The settlement, which essentially guaranteed that there would be no reduction 
in “in-house” production, was not very helpful in resolving the problem, since 
only a fraction of new money can be allocated to “outside” production. 
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Effects of Advertising on Programming 

A second serious problem of CBC television — one that we heard about 
throughout the entire country during our public hearings — is how little it dif- 
fers from other broadcasters. To put the issue in exaggerated form, CBC pro- 
gramming has become almost indistinguishable from the fare offered by 
other television networks. The statement is exaggerated because, as we 
have noted earlier, the CBC does present a variety of programs which private 
broadcasters do not, but the proposition contains more truth than fiction. 
Section 3 of the Broadcasting Act, it will be recalled, requires “‘balanced” pro- 
gramming on the part of the CBC — an objective that necessarily tends to 
lessen its ability to provide a distinct programming alternative. 

However, the main force that robs the CBC of a more distinctive 
- character is not the Broadcasting Act but the search for larger audiences, 
which it must undertake in the competition for advertising revenues. When 
the new “broadcasting environment” we described at the beginning of this 
chapter has moderated the influence of the advertising market on program- 
ming, it will be much easier to appreciate fully the multiple effects of that 
mode of financing on programs. Nevertheless, there is enough evidence to 
allow us to form a judgment now. 

It is important to stress that the effects of advertising on programming 
are not closely related to the volume of advertising: the effects are much the 
same whether these revenues account for a small or a large fraction of a 
broadcaster’s gross income. These effects go beyond the fact that commercial 
messages occupy so many minutes per hour of screen time. More important: 
ly, the resort to commercial revenues has a profound influence on the kinds 
of programs that reach the screen in the first place, especially in prime time. 
Without any direct intervention by sponsors in production or programming 
decisions, producers make programs and broadcasters schedule them with a 
view to achieving the real purpose of commercial broadcasting — namely, the 
delivery of large audiences to paying advertisers. 

This process has two consequences: first, it induces producers to make 
programs that have great similarity to each other, and second, it leads all 
Canadian broadcasters — including the CBC — to compete with each other for 
the acquisition of those foreign, mostly American, programs that are ex- 
pected to draw large audiences. This, incidentally, drives up the price of those 
programs. Competition between the CBC, CTV and Global networks and some 
independent broadcasters for American programs means that Canada pays 
considerably more for those American shows than does the United Kingdom, 
for example, with a market nearly three times the size of Canada’s. 

It is possible to appreciate further the effects of advertising by examin- 
ing what has happened to CEC radio since it dropped advertising in 1974-75. 
One result is that CBC’s radio programming on both its AM and FM networks 
has become distinctive rather than imitative. It addresses many kinds of 
minority interests and has carved out a special programming role of its own, 
becoming the main source of radio drama, serious music, children’s shows, 
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public affairs, and science, literary and arts coverage, in addition to its first- 
rate news coverage. Whether by coincidence or not, these changes have been 
accompanied by increases in the size of audiences. Nationally, the CBC’s 
English AM network share of audiences rose by 50 per cent between 1973 
and 1980. In the Toronto and Vancouver metropolitan areas, the increases 
were 100 and 133 per cent, respectively; in the Montreal area, the increase 
was 20 per cent. 

An additional and striking measure of the effects of advertising on pro- 
gramming can be obtained by observing the difference between the program- 
ming of commercial television stations, to which we must add the CBC, and 
the provincial educational stations of Radio-Québec, TVOntario and Access 
Alberta. 

As long ago as 1974, the CRTC argued that ‘‘commercial activity deflects 
the CBC from its purpose and influences its philosophy of programming and 
scheduling. It must, in the Commission’s considered opinion, be reduced or 
even eliminated entirely.” We concur with this view, and would emphasize 
that a reduced reliance on advertising is not sufficient: it must be eliminated. 

We are aware that the search for programs that attract large audiences 
has been exacerbated by the CBC’s agreements with its 31 affiliated television 
stations, which extend its coverage to about 20 per cent of the general popula- 
tion, and deliver approximately one-third of the CBC’s total French-and English- 
language television audience. Although the affiliate agreements confer the 
benefit of low-cost coverage, they present two serious disadvantages. They do 
not provide for transmission of the entire network schedule, or even all of the 
culturally significant CBC-produced programs. In addition, the agreements are 
a continuing source of frustration for both parties. “From the Corporation’s 
point of view,” the CRTC wrote in its 1974 renewal decision, “the use of private 
affiliates restricts the network’s flexibility and results in limited or constrained 
distribution of some CBC-produced Canadian programming. The affiliates, on 
the other hand, complain that the CBC reserves the largest amount of peak 
viewing hours for its network programs without distributing to the affiliates a 
sufficient proportion of the revenue from sales within these programs.” Five 
years later, the Commission’s 1979 decision noted an irony in the fact that 
“public financial support is provided to some affiliates to assist in a partial 
distribution of CBC Canadian network programming, while at the same time 
the CBC schedules U.S. mass entertainment programming, especially in peak 
viewing hours, to ensure such partial distribution.” 

One of the important effects of the combined reliance on “in-house” pro- 
duction and advertising revenue has been a reduction in the CBC’s ability to 
devise programming that truly fulfils its role and objectives as a public broad- 
caster. It has been argued that the heart of broadcasting is programming and 
that other questions, such as the locus of production and whether advertising 
is used or not, are peripheral. We believe the issues that may appear 
peripheral from a given angle are really central, since they determine how the 
heart beats, how programming is done. 
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Loss of Audience Support 

A third problem faced by CBC television, especially its English service, is that it 
is losing audience support. Between 1968 and 1980, according to CRTC and 
CBC figures, the share of the audience watching CBC English-language televi- 
sion fell from 35 to 18 per cent, while that of its affiliated stations fell from 12 
to 5 per cent. In the same period, CTV audience share rose from 25 to 30 per 
cent, and that of the US channels from 24 to 32 per cent. (These percentages 
do not total 100 because independent and other stations are not included.) 
The picture is a bit brighter for French-language television: from 1968 to 1979 
the audience share for CBC French-language television rose from 40 to 42 per 
cent while that of its affiliated stations declined from 12 to 3 per cent, and that 
of TVA (Télédiffuseurs associés) rose from 48 to 53 per cent. (These percen- 
tages do not total 100 because independent and other stations are not includ- 
ed.) The picture is a bit brighter for French-language television: from 1968 to 
1979, the audiences watching CBC-owned stations rose from 40 to 42 per cent 
while those watching its affiliated stations declined from 12 to 3 per cent, and 
the audiences for TVA (Télédiffuseurs associés) rose from 48 to 53 per cent. 
These figures take into account programs such as hockey and football games, 
“specials,” and variety shows, as well as American programs, all of which at- 
tract a large number of viewers. 

To deal with some of these problems, the CBC has proposed adding a 
new half-hour per week of Canadian drama to its television schedule and to of- 
fer on cable, through a second service labeled CBC-2/Télé-2, a repackaging or 
rebroadcasting of certain of its Canadian programs, supplemented with some 
new productions. The philosophy underlying such a proposal is that more ex- 
posure of Canadian programs would increase audience size and foster a 
greater interest in these programs. 

We certainly concur with the intent of this projected move. All the 
recommendations of this Report are predicated on the belief that if Canadian 
creative work is encouraged and made available to Canadians it will be ap- 
preciated. We believe, however, that the idea underlying the proposed second 
CBC network is too timid, because it does not really address the needs of the 
emerging broadcasting environment as sketched out earlier in this chapter. 
That new environment will require more specialization, more repackaging and 
rebroadcasting and, in particular, much more original production than en- 
visaged by the second network proposal. 


The Private Broadcasters 
The private television broadcasting system is made up of 26 English stations 
affiliated with the CTV network, 6 French stations forming the TVA network, 31 
CBC affiliates and 23 independents. The private radio system consists of 349 
AM and 144 FM stations, for a total of 493. There are 101 French stations, 
392 English stations and several networks. (If we add the 41 AM and 24 FM 
CBC-owned stations, we obtain a grand total of 558 radio stations in Canada.) 
Virtually all the revenues of private broadcasting come from advertising. 
In 1980, according to Statistics Canada, these totaled $610 million for televi- 
sion and $392 million for radio — over $1 billion altogether. Television ac- 
counted for some 23 per cent of the total amount expended on advertising in 
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Canada, and radio 15 per cent. Together these media absorbed over 38 per 
cent of advertising expenditures in Canada for that year. 

In radio many of the stations are group-owned, with the largest groups 
reaping almost half of total revenues. According to Statistics Canada, total 
employment in 1981 in private radio broadcasting stood at 9,693, reflecting 
its size and importance in the system. 

As television wooed audiences away from it, radio adjusted quickly. It 
became almost exclusively a local service, airing local news and information, 
disc jockey programs, and some talk shows. Today the system is in virtual 
equilibrium, with growth occurring only in the number of FM stations to ac- 
commodate the steady increase in the acquisition of FM receivers. The concen- 
tration on “pop” music, which makes up so much of private radio’s program- 
ming, is offset by the CBC, which no longer competes for the pop audience and 
has been able to establish a separate programming niche for itself. There is 
general satisfaction with the nature and quality of the Canadian radio service, 
which is perhaps best illustrated by the fact that only about 1 per cent of 
Canadian audiences listen to non-Canadian radio stations. 

Private radio is regulated by the CRTC, which requires that AM stations 
program Canadian music in 30 per cent of their air time devoted to music (see 
Chapter 8, “Sound Recording’). Regulations governing FM radio are motivated 
by a desire to avoid duplication of programming and to encourage alternative 
approaches. Regulations therefore prohibit simultaneous broadcasting of AM 
programs on FM and require a certain amount of ‘foreground format,” so that 
“the intrinsic intellectual content of the matter being broadcast is entirely 
related to a particular theme or subject” in blocks of at least 15 minutes. The 
regulations also call for the CBC and private FM stations linked with an AM 
station to allocate 20 per cent of their broadcast time to such programming 
between the hours of 6:00 a.m. and midnight; the proportion for the private in- 
dependent stations is 12 per cent. 

Like private radio, private television is supported almost entirely by 
advertising revenues. In 1981 private television employed 6,841 people in 
programming, production, sales, promotion and administration. Although not 
quite as large as the CBC, the private system is nonetheless a large and signifi- 
cant element in broadcasting, as indeed it should be in promotion and expres- 
sion of culture in Canada generally. 


A Responsibility for Cultural Programming 

Private television is regulated by the CRTC, and from the point of view of 
cultural policy the most significant regulatory requirement is Canadian con- 
tent. The main characteristics of Canadian content quotas are examined below 
(under the heading of the CRTC). Suffice it to note here that, although these 
quotas were resented initially by private broadcasters, they have not been 
particularly constraining. 

One’s expectations of the cultural program content of private television 
are not very high, and these are usually borne out. Private television uses little 
Canadian talent and expends few resources to develop new talent. The air- 
waves and cable are regarded as carriers to be exploited for profit. Few private 
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broadcasters seem to display a sense of responsibility for the development of 
the arts and other aspects of cultural life in Canada, notwithstanding the con- 
tent regulations. 

The CRTC has persisted, nonetheless, and has even attached specific 
conditions to the granting or renewal of private television licences. For exam- 
ple, in a recent decision regarding the CTV network, the CRTC stated that: “‘It is 
a condition of this licence that 26 hours of original new Canadian drama be 
presented during the 1980-81 broadcasting year, and 39 hours of original 
new Canadian drama be presented during the 1981-82 season.” The CTV net- 
work appealed this decision, which was upheld by the Federal Court of Ap- 
peal; the Supreme Court has recently upheld the original CRTC decision. 

The question was, and remains, how best can the private television 
system fulfil its cultural responsibility? We acknowledge that the Canadian 
content rules and conditions of licence are costly to the private broadcasters 
because implementing them may cut into profits. But no one - still less the 
public authorities — should confine an analysis of program performance to the 
costs imposed on broadcasters by these rules and conditions. There are at 
least three other measures of public policy which are designed to maintain or 
improve the profitability of private television broadcasters, and these have to 
be considered together with costs. 

The first is Section 19.1 of the Income Tax Act, which disallows as a 
business expense advertising by Canadian companies on U.S. stations that 
send signals into Canada. Second, there is the CRTC’s ruling which permits a 
Canadian station to substitute its own advertising for that of a U.S. station 
whenever the two stations are broadcasting the same show at the same time. 
Since this means that American advertising messages are deleted under the 
circumstances, the ruling simply maintains or even increases the Canadian 
broadcaster’s audience. Third, there is the tax shelter asssociated with the 100 
per cent Capital Cost Allowance on investments in Canadian film and video 
productions, including those for television. (We discuss the wal Cost 
Allowance and its effect on the film industry in Chapter 9.) 

Consider first Section 19.1 of the Income Tax Act. As noted, ie provi- 
sions of the Act disallow the claiming of advertising expenditures on foreign 
stations as a business expense for taxation purposes, but by the same token, 
they allow deduction of these expenditures when programs originate on a 
Canadian station irrespective of the fact that the advertising is placed on 
U.S.-produced shows. Consider next the CRTC’s substitution ruling. This regula- 
tion probably militates against the interests of Canadian producers, since it en- 
courages the purchase of American shows that will appear in prime time, at 
the same time that those shows are programmed by the originating U.S. net- 
works. Since these shows elicit premium rates, the prospects for Canadian- 
produced shows in those same time periods are seriously reduced. Finally, 
there is the tax shelter. Whatever the value of this measure from a cultural 
point of view, relatively little use of it is made by producers of television pro- 
grams because of the limited demand for Canadian shows. 
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There can be no doubt about the value of these three measures to 
private broadcasters. From the point of view of this Committee, which sees 
cultural policy as the promotion of creative and artistic expression as well as 
the access of audiences to that expression, these measures have to be viewed 
as elements of an industrial policy, not a cultural policy. It is imperative that in 
setting content requirements and in granting licences, the CRTC consider the 
costs and benefits of all measures affecting private broadcasters. Private 
television broadcasting, in our view, does have a cultural responsibility — to 
provide information and quality entertainment. 


Cable and Satellite Systems 

There are 505 cable systems licensed by the CRTC throughout Canada, each 
one a monopoly in the area it serves. These systems reach about 4.5 million 
homes and in 1980 generated revenues of $352 million. The industry is 
highly capital-intensive, with fixed assets in 1980 valued at nearly $390 
million. Although Canadians are already large purchasers of cable services, 
the pattern of growth continues — from 46 per cent of homes in 1977 to 50 
per cent, 52 per cent and 55 per cent in the following years. Canada is now 
one of the most “cabled” country in the world; 59 per cent of all Canadian 
households were subscribers to cable television at the time of writing. 

- Cable operators currently offer their subscribers a number of channels; 
only about 130 of the 505 Canadian systems offer the full 12 channels on the 
“pasic” service. The CRTC requires that priority space on these channels be 
allocated to Canadian stations, and the clearest spots are assigned to the 
CBC. In most locales the cable operators offer U.S. network programming 
through American stations, and it is to receive this service that most 
householders subscribe to cable in the first instance. 

Many subscribers also rent or buy converters, which open up a selec- 
tion of many more channels. Some 83 cable systems offer supplementary 
channels for converters, providing up to 30 channels and a variety of ser- 
vices. Not all the stations carried by cable operators to fill these channels offer 
different programs; there might be CBC or CTV programs on two or more sta- 
tions, as well as duplication resulting from the simultaneous broadcast of U.S. 
programs by Canadian stations. But for those who use converters in the ma- 
jor centres, there has been a shift from channel scarcity to channel abun- 
dance. As time goes on, the variety of entertainment and information provid- 
ed on cable channels will increase sharply. Some new television sets have 
built-in converters with a capacity of 122 channels. When programming 
becomes available on these channels, the effect on viewing habits and 
therefore on programming and advertising will be dramatic. 

In March 1982, the CRTC inaugurated a new type of cable service when 
it issued licences to six pay-television programmers to sell their fare to homes 
ready to pay the price. Two companies were licensed to provide a national ser- 
vice, the remaining four to operate within specified regions. Pay-television is 
expected to begin operations in Canada in early 1983, with subscribers paying 
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a monthly fee that will be split between the programmer and the cable 
operator or other exhibitors. It is expected that this service will stimulate fur- 
ther cable subscriptions. The CRTC has required Canadian program production 
from pay-television licensees according to individually applied formulae, and a 
special requirement has been worked out for the multilingual licensee in 
British Columbia. 

As early as 1971 the CRTC asked cable operators to allocate a portion of 
their revenues to Canadian program production, encouraging them to 
establish community channels in order to satisfy certain local needs. Later at- 
tempts by the CRTC to get 10 per cent of cable revenues committed to com- 
munity programming were not generally accepted. Independently, the CRTC’s 
attempts to get broad cable industry commitments to establish channels for 
repeating Canadian programs were not acceptable to broadcasters. 

At present, virtually the only major contribution made by cable televi- 
sion to Canadian programming is through activities on community channels 
and through some limited, but notable, special cable channels and programs. 
Examples are: children’s and multilingual channels; programs teaching the 
French language; coverage of selected community and political events; car- 
riage of the parliamentary proceedings produced in both official languages 
and distributed via two satellite-to-cable networks by the CBC. In the Montreal 
area, Télécable Vidéotron has been allowed to experiment with a variety of 
new services which are provided on separate channels — such as arts and 
entertainment, science, education, sports, and children’s and recreation 
programming. 

The cable industry should be able to contribute more to Canadian 
creative video production. It is true that the CRTC has consistently refused to 
allow the cable industry uninhibited entry into program production except for 
community operations. Beyond the protection it gives to the profits of broad- 
casters, this policy is a guaranteed buffer against the inherent conflict of in- 
terest facing a cable carrier that has to choose between its own production 
and that of a competitor. If the CRTC and the Bureau of Competition Policy of 
the Department of Consumer and Corporate Affairs had the mandate and the 
will to enforce conflict-of-interest guidelines, it might be possible to con- 
template with some equanimity the idea of carriers becoming producers and 
broadcasters. 

But because both bodies have so far not been rigorous enforcers, either 
because of a failure of will or lack of coercive authority, one must assume that 
if carriers become producers there will be little to prevent them from giving 
priority to their own programs when conflicts of interest arise, as they are 
bound to do. In this regard, it is important to point out that “experiments” 
such as the one connected with Télécable Vidéotron, mentioned above, do not 
and cannot test anything, nor prove anything relevant to the question 
because they are being conducted outside a competitive context. Hence one 
cannot evaluate what would happen under actual conditions of competition. 
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Nevertheless, means shouid be sought to put some of the revenues from 
cable television at the service of Canada’s program creators, on whose output 
Canada’s cultural activity in this medium depends. The business of delivering 
video and audio signals must be not an end in itself but a means of achieving 
cultural goals. The ease with which imported messages can be acquired 
makes cable carriers critical players who must fulfil their proper role. 

In addition to Canada’s leadership in cable, the Canadian government 
and its agencies have been and continue to be pioneers in the development of 
satellite services. Telesat Canada was the Western world’s first operator of 
domestic satellites, and the CBC was the first public broadcasting agency to 
provide satellite-delivered programming. The first operational Anik satellite 
was used by the CBC to provide services to northern communities. 

Unfortunately, as has been the case with other technical pioneering ef- 
forts, Canada seems to be losing its preeminence in satellite use to other coun- 
tries, notably the United States. This is occurring in spite of the fact that CAN- 
COM (Canadian Satellite Communications Inc.) is now licensed to carry multi- 
channel radio and television programs via the Anik A-3 satellite to remote 
areas. In addition, Canada’s Anik C is the first satellite system with sufficient 
power to make practical a Direct Broadcast Satellite (DBS) mode — that is, one 
that will enable services sent directly from the satellite to be received by in- 
dividual homes through a small and inexpensive dish. 

If cable television posed a threat to Canadian broadcasting because of its 
importation of U.S. television stations, it is sobering to contemplate what the 
impact will be when a host of U.S. services can be received via satellite 
anywhere in Canada — not just in locations near the border or where cable 
systems exist. Restrictions are not the solution. In the long term no govern- 
ment or regulatory agency can, or should, prevent the public from obtaining 
access to the foreign programs and services it wants. But if Canada is to retain 
a programming presence in its own broadcasting and telecommunications 
system, it must use all its technological and creative resources to provide 
Canadian programs and services that Canadians want to see and hear, pro- 
grams that are competitive in quality with those from other countries. 


Canadian Radio-television and Telecommunications Commission 

The Canadian Radio-television and Telecommunications Commission (CRTQ), 
the successor to the Board of Broadcast Governors (BBG), is the regulating 
agency of the federal government for broadcasting and telecommunications. 
Two of the many activities that the CRTC regulates are particularly important 
from the point of view of cultural policy — namely, licensing and Canadian con- 
tent (although some licensing rulings are subject to cabinet appeal). 

CRTC decisions on the number of broadcasting licences and, most impor- 
tantly, on the method of allocation of these licences to applicants, are among 
the determinants of the profitability of broadcasting operations in Canada. 
More specifically, by restricting the number of licences, by attaching weaker 
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conditions to a licence, or by deciding not to auction licences to the highest 
bidders, the CRTC can raise the value of a licence. Its decisions can also have 
the opposite effect. 

Historically the CRTC has paid considerable attention to the economic 
viability of outstanding licences in deciding whether or not new ones should 
be issued and in this way has made itself a party to the profitability of Cana- 
dian broadcasters. It has also attached performance requirements to licences, 
perhaps as a quid pro quo for the high profits. But in general these re- 
quirements for better performance have not been rigorously enforced. 

The inherent conflict here, as in many other areas of cultural policy, is 
between an industrial and a cultural strategy. If the airwaves, cable systems 
and other common carriers are to be exploited to achieve the largest possible 
addition to Gross National Product (GNP), then cultural and artistic objectives 
are impediments to those who benefit from a larger GNP and who will then 
seek to have the impediments reduced. It is important that this conflict be- 
tween industrial and cultural goals be acknowledged. The tendency of federal 
cultural policies, so apparent in the licensing practices of the CRTC, to stress 
the complementary nature of these goals instead of their competitiveness is 
generally counterproductive from the point of view of culture. 


Canadian Content Requirements 
As an instrument used by the CRTC to implement cultural objectives, Canadian 
content requirements deserve special attention. The first Canadian content re- 
quirements for television were implemented by the Board of Broadcast Gover- 
nors (BBG) in 1960. After public hearings, the Board announced that 55 per 
cent of all broadcast time must be Canadian in content and character. Protests 
by private broadcasters were immediate. In response to those protests, the 
averaging period was altered from one week to four weeks and no special 
quota was imposed for prime time. The transition period was extended, with 
no quota the first year and only 45 per cent in the second. The full require- 
ment of 55 per cent was to be effective in 1962. 

To appreciate both the strength of the protest and the weakness of the 
BBG, it is useful to consider how broadly Canadian content was defined. This 
history is significant, because it summarizes the attitude of private broad- 
casters toward cultural objectives and the position of the regulatory body. 

“Canadian” production was defined (in 1960), rather generously, as 
follows: 


: any program produced by a licensee and to be broadcast by the 
licensee; 

“ news and news commentaries; 

- broadcasts of events taking place outside Canada in which Canadians 
were participating; 

: broadcasts of programs featuring “special” events outside Canada 


and of general interest to Canadians (the funerals of Sir Winston 
Churchill and of President John F. Kennedy, the World Series, etc.); 
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. one-half of programs produced in Commonwealth countries or in the 
French language; 
- programs, films or other productions made in Canada. 


In March 1962, the BBG wanted to return to its 55 per cent rule, not only 
overall, but also during prime time (6:00 p.m. to midnight). Protests flared 
anew. In May, the prime-time quota was reduced to 40 per cent and then 
waived altogether for the summer months (as was done again in 1963). Com- 
monwealth and French-language productions were given full credits and pro- 
grams from Commonwealth and French-speaking countries dubbed in the 
other official language were given one-quarter credit. 

In 1965, the situation had reached a point which led the Fowler Commit- 
tee on Broadcasting to charge that even though private broadcasters earned 
very high rates of return, they were not providing the services contemplated in 
the Broadcasting Act. That Committee charged also that the BBG had come to 
represent only the interests of broadcasters. 

The next step in developing Canadian content requirements was taken 
in 1968 with the creation of the CRTC (at that time, the Canadian Radio Televi- 
sion Commission; the change in name, although not in acronym, took place in 
1976). New regulations, which were aimed more at controlling foreign content 
than Canadian content, were announced in 1970. They required a 60 per cent 
quota of Canadian programs both for the whole day and for the period be- 
tween 6:30 p.m. and 11:30 p.m., averaged on a calendar quarter. They also 
proposed restricting the maximum amount of programming from any one 
foreign country to 30 per cent and eliminated the special treatment of French- 
language, Commonwealth countries and “special” feature programs. 

If there had been protest in earlier years, the reaction this time resem- 
bled a bitter attack; the powers of the CRTC were questioned and the possibili- 
ty of court action mentioned. Private broadcasters put pressure on the Com- 
mission through the press and through the parliamentary caucuses. In 1971, 
the CRTC caved in. Prime time was redefined as 6:00 p.m. to midnight, the 
limit on programming from a single foreign country was raised to 40 per cent, 
and the averaging period was changed from calendar quarters to a full year. 

Private broadcasters maintained the pressure. In 1972, the CRTC an- 
nounced further relaxations. Private broadcasting now had to achieve only 50 
per cent Canadian content in prime time (while the CBC continued at 60 per 
cent), and all restrictions against program importations from any one country 
were completely abolished. Preferred treatment was accorded to productions 
of Commonwealth and French-language countries. 

This gloomy account clearly indicates that the method of regulating con- 
tent which has been used for the last 20 years does not work. Some other 
solution must be found to ensure that cultural values and goals are not com- 
pletely expunged from private broadcasting. 

Content regulations were disliked by broadcasters because they reduced 
profits, and liked by others (such as actors and musicians) because they raised 
their earnings. These are legitimate concerns, although not necessarily the 


288 Broadcasting 


most helpful in ensuring quality of cultural expression. Content regulations 
have been attacked on the grounds that they are a manifestation of economic 
nationalism — like the National Energy Program or the Foreign Investment 
Review Agency. Arguments based on that kind of reasoning have sometimes 
been put forward as a way of disguising self-interest, but they have also been 
advanced as bona fide intellectual arguments. 

Whether they are a manifestation of nationalism or not, content regula- 
tions cannot be identified with other nationalistic policies. Let us consider two 
“goods”: oil and television programs. The first is a homogeneous product, in 
that users of oil in any of its forms will not know whether it comes from Saudi 
Arabia, Venezuela, Nigeria or Alberta. From the point of view of satisfying 
needs and requirements, there is no such thing as national oil. If one country 
or region stops producing oil, supplies from any other will satisfy consumers 
equally well. Cars do not run better, homes are not warmer and fertilizer is 5 not 
more efficient if the oil used is Canadian or Mexican. 

Television programs are a completely different type of product. No two 
programs are alike. If they are good, they reflect something vital, insightful 
and dramatic about their subject. As a result, Italian television programs are 
different from German, British and French ones. Co-productions are possible, 
but Italians do not make Japanese programs, nor Japanese Canadian ones. In 
the realm of culture, Canada cannot import Canadian products. 

The above is not a defence of existing Canadian content rules, which 
clearly do not work. It is, however, an argument for forcing some of the very 
large profits that accrue to private broadcasters into the production of Cana- 
dian cultural and artistic products. If Canadians do not produce their own 
writing, music, theatre, films and television programs, no one else will. 


Setting Cultural Goals for Broadcasting 


All the components of Canada’s broadcasting system — the public and private 
broadcasters, the cable and satellite delivery systems — must be made to work 
together to reach important cultural objectives. The government’s regulator, 
the CRTC, must see to it that such cultural goals are in fact pursued and, as 
much as possible, fulfilled. How, then, can the broadcasting system as a whole 
achieve these goals coherently? 
The key element in the system, fundamental to its operation, is the 
_ publicly owned broadcaster — the voice of the public’s interests, the expres- 
4, sion of Canada’s multifaceted reality. We must have a public broadcaster to 
provide original and stimulating programs that private broadcasters will not 
provide because they may not be profitable; to ensure that Canada’s artists 
and producers are encouraged to develop new ideas, new forms of entertain- 
ment, new program concepts; to be involved with developing technologies 
and engaged in video and audio experimentation. We need a public broad- 
caster free to reach audiences, in Canada and elsewhere, through all possible 
means. In short, we need a better, more vital, more courageous CBC. 
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The CBC as Public Broadcaster 

This Committee regards the CBC as the heart of broadcasting in Canada. As 
Canadians we have built up many expectations about the CBC as a medium 
through which we learn about ourselves and the world. We have asked it to 
weave together the many and diverse strands of our society’s finest ac- 
complishments. We have used it as the instrument on which our creative ar- 
tists could learn to play. We have asked it to provide an outlet for the intellec- 
tual and creative energies that have burst forth in all regions of the country. 
The CBC has been able to succeed remarkably well in some of these 
assignments; in others it has failed. 

As we have indicated in the preceding pages, we face a critical moment 
in our broadcasting history. This moment demands that we release our pro- 
gramming potential to express itself in Canadian programs of quality and 
character — programs that Canadians will want to watch and will relate to 
because they reflect parts of themselves. If we do not do this consistently and 
in large measure, we are in danger of losing for all time the 50-year fight to 
establish and retain a broadcasting voice that is our own. 

In order to tackle the job, we need a CBC that is strong yet flexible, able 
to concentrate its energies on essentials, open and responsive to oppor- 
tunities, ready to draw on the store of existing talent in Canada and the ex- 
citing array of new talent which will inevitably come to the fore when the 
chance to create and perform presents itself. 

All through our history Canadians have been ready and able to respond 
in an extraordinary way to new challenges. Talent blossoms when the oppor- 
tunity to express it arises. The CBC can provide that opportunity if it becomes, 
once again, Canada’s leading broadcaster, a prime force in furthering the “ 
evolution of Canadian self-expression. To achieve this end, we propose a series 
of changes in the CBC which arise from the analysis we have set out in the 
preceding pages. 


Advertising and Affiliation Agreements 
In the light of our previous discussion, the Committee recommends the 
following: 


65. CBC television should discontinue selling air time for 
commercial advertising. 


66. CBC television should discontinue its affiliation agreements 
with private television stations. 


We argued earlier that the need for advertising revenue exerts a pro- 
found pressure on CBC programming decisions to fill prime time with U.S. pro- 
grams. It is fundamentally important that CBC television be released from that 
constraint, so that its programming options can be considered only in terms of 
the best interest of Canadians. 
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The expedient of broadcasting CBC television programs to all com- 
munities through affiliated private stations has resulted in agreements that 
have also affected CBC programming adversely. It has been cheaper to ar- 
range for affiliates to carry portions of the CBC schedule to some parts of the 
country than to build and operate stations in those places. Because private 
broadcasters depend on advertising revenue, the affiliates resist carrying pro- 
grams with a limited audience and especially programming that does not 
carry advertising, such as a number of CBC public affairs shows. The initial 
resistance to carrying the English-language public affairs program ‘The Jour- 
nal” during prime time is a case in point. Because affiliates do not earn enough 
money from carrying CBC programs, the CBC pays those stations compensa- 
tion on a negotiated basis. In 1981-82 these payments totaled $11.6 million. 

In addition, because of pressure from affiliates and advertisers, the CBC 
carries U.S. shows in prime time not only to earn revenue for itself but also to 
provide the opportunity for revenues for its affiliates. As a result, we have. the 
ironic situation in which the CBC not only gives financial assistance (much of it 
being taxpayers’ money) to private affiliates to carry a portion of its programs, 
but also itself carries shows imported from the United States to ensure this 
limited distribution of its own programming. 

In some cases, the CBC could discontinue its affiliation agreements 
without undue hardship or disruption for the private stations. The latter can fill 
their schedules from other sources and perhaps develop new relationships 
with other private stations or networks. In other localities, special ar- 
rangements would have to be made, involving buying out the affiliate if 
necessary. 

In those instances in which disaffiliation would be appropriate, CBC 
television programs would reach areas now served by the affiliated stations in 
several ways. In some localities, low-power rebroadcast transmitters could be 
used; in others, linking satellite to cable or to low-power transmitters might be 
effective. Eventually, Direct Broadcast Satellites will offer yet another delivery 
alternative. Care should be taken to avoid the loss of local service, and existing 
arrangements should therefore be maintained until alternative modes of 
delivering them can be put into effect. 


CBC Television Programming 
This Committee wants the CBC to provide a genuine alternative to the pro- 
gramming policies of private broadcasters and we believe that many Cana- 
dians want the same thing. 

Over the past 25 years, observers of the Canadian broadcasting system 
have been consistent on this one point: the need for the CBC to provide a 
distinctive Canadian service and to provide encouragement and outlets for 
Canadian creative talent. The CBC, in its proposal for CBC-2/Télé-2, noted that 
the Corporation itself has repeatedly called for television programs that 
“spring from our cultural roots, that. . . reflect life as it is lived and experienced 
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in our many cultural and regional communities. It means a full spectrum of 
programming... more and better serious and popular dramas, an emphasis 
on the development of variety stars, many more and better children’s pro- 
grams and the full range of programming for diverse minority interests.” 
Alphonse Ouimet, a former president of the CBC, called for “complementary” pro- 
gramming, ‘“‘to serve at the same time all tastes and needs and not just those 
of some artificial mass.”” What Mr Ouimet meant was that the CBC should not 
strive to provide homogenized mass entertainment, like that produced by the 
U.S. networks and Canadian private networks, but a diversity of specialized 
and distinctive programming attuned to different segments of the population 
with specialized and distinctive interests. 

For a long time the CBC has not been the only player in Canadian broad- 
casting. Even the imperative under the Broadcasting Act to provide “‘balanc- 
ed” programming can be criticized, as we have criticized it, since very soon 
television programmers will be offering specialized services: “vertical” chan- 
nels programming only sports, religious broadcasts, feature films, children’s 
shows, multilingual services, arts coverage, and so on. Some of this is already 
happening and more will be forthcoming with pay-television programming in 
1983. The fate of television networks themselves is in question, at least in their 
present form and character. 

~ Under such conditions, we think the time has come for the CBC to act 
decisively, to concentrate all its energies on building programs in response to 
public needs. Programming concepts and ideas should flow from diverse 
sources, tapping Canada’s creative resources. The objective should be to 
stimulate the production of attractive, entertaining and informative Canadian 
shows that will win viewers. 

The number of channels to which the CBC has access should therefore 
respond to programming needs. As the CBC itself notes, ‘‘although many Cana- 
dians have a wide choice of television stations, we really don’t have much 
choice in television programming.” In the Corporation’s proposal for 
CBC-2/Teélé-2, it outlined types of programming that it considered to be miss- 
ing from the Canadian television system, and listed suggestions it had receiv- 
ed from the public. Following is a summary of these. 

The CBC might be expected to provide: 


. a truly Canadian alternative to American programming; 

. an end to the excess of sports coverage on television; 

: programming in specialized areas such as business, the arts, inter- 
national affairs and politics; 

. more cultural programming, including more dramas from Canadian 
theatres; 

. more regional programming and expression of regional points 
of view; 


: programs explaining our cultural diversity and shared experiences; 
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. more Canadian films and high-quality documentaries; 

. more criticism, news and analysis of theatre, music, dance, 
books, films; 

: more opportunities for performing arts companies to gain 
television experience; 

: more exchange between English and French programming; 

‘ national viewing of materials produced by provincial television 
agencies; 

° experimental programming and new ways of dealing with the 
visual arts; 

° classical foreign series; 

. repeats of outstanding programs. 


It is a fine catalogue and is in line with comments that we heard about 
the CBC during our own public hearings. However, we must stress that, in the 
view of this Committee, the programming policies of the CBC must encompass 
not only the arts and specialized programs but also popular and mass enter- 
tainment: comedies, soap operas, light dramatic series, variety shows and 
children’s programs. As a programmer, the Corporation should be able to call 
on all of Canada’s creative production and performing talent. 

In the past, the CBC has been burdened with far too many respon- 
sibilities: building the hardware necessary to reach audiences, constructing 
program schedules, producing the programs described in those schedules, 
and delivering them to audiences through its network of owned and affiliated 
stations. We indicated in the previous section, “Problems of the Present Broad- 
casting System,” some of the difficulties which such structural integration has 
created. To achieve substantial improvements in programming, and to ensure 
that such programming sufficiently utilizes the cultural potential of Canada, 
this Committee is convinced that a much larger proportion of the CBC’s televi- 
sion budget must be allocated to using outside production talent. We have 
sought to find a way of determining what would be the appropriate share of 
the CBC schedule to be given over to outside programming and oe who 
would see that such a share was respected in practice. 

We have come to the conclusion that an ideal proportion of outside pro- 
gramming is not, in principle, definable. But, more importantly, we have con- 
cluded that even if such a formula were to exist, its implementation on a day- 
to-day basis would be an unnecessary intrusion into program decision- 
making. 


67. With the exception of its news operations, the CBC should 
relinquish all television production activities and facilities in 
favour of acquiring its television program materials from 
independent producers. 
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It is essential to be clear about what this recommendation does not say. 
First, it does not transfer the CBC to the private sector, nor does it place the 
public corporation in the hands of independent producers. As the 1965 Fowler 
Committee stressed, ‘The only thing that realty matters in broadcasting is pro- 
gram content; all the rest is housekeeping.” In our recommendation, program- 
ming decisions remain firmly in the hands of the CBC. Second, our proposal 
does not mean that the CBC, as programmer, is a passive recipient of what the 
independents will decide to produce. We trust that the public programmer will 
be attentive and responsive to ideas that originate with the independents, but 
we emphasize that programming should be controlled by the CBC and that 
many ideas for commissioning new programs will originate in the public 
corporation. 

By becoming solely a programmer, the CBC would clarify its purpose 
and direction. Many of the talented people it has developed would move into 
private operations of their own, producing programs for the CBC. It is impossi- 
ble to guarantee that the transition process would be a smooth one, since it 
would inevitably entail a certain amount of disruption and realignment of 
human resources. But if the changeover were carefully planned, new produc- 
tion companies, new facilities, studios and services (many presumably to be 
created, owned and run by ex-CEC staff) would quickly respond to the oppor- 
tunity to produce programs for the Corporation and for other exhibitors and 
users. As a result, we see emerging in time a much larger production universe 
than now exists. 

Most of the television studios in the country are owned by broadcasters, 
public and private. We would like to see more of these facilities acquired by 
non-broadcasting interests, by producer and producer-oriented service com- 
panies, thus reducing the danger of self-serving decisions being made by 
broadcasters. The studio and other technical facilities released by the CBC 
could gradually be acquired by such interests. 

Transmission facilities could be owned and operated by a subsidiary 
operation within the CBC or, better still, assigned to an independent agency, 
with the CBC having such access as it needs for its operations. In the hands of 
such an agency the facilities could be shared — rented to public, private and 
community programming operations as they become available. This might be 
especially helpful in building up the prospects for increased local program- 
ming, a subject we discuss below. 

We recognize that if the CBC relinquishes all television production (ex- 
cept for news) and relies on contracts and arrangements with independent 
producers to obtain its programs, the operation of “natural” economic forces 
will lead to a concentration of production in Montreal and Toronto and 
possibly one or two other centres. If this were allowed to happen, our main 
goal would not be achieved, since the vast reservoir of actual and potential 
talent outside these centres would not be tapped in ways most beneficial to 
the rest of Canada. To obviate this tendency, 
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68. A proportion of the CBC’s programming budget should be 
allocated specifically to the commissioning of programs 
produced in the various regions of the country. 


Although the objective of our recommendations is a public television 
corporation that is an alternative to private broadcasting and one that will 
genuinely reflect Canada’s character, we do not wish the CBC to be closed to 
programs and materials from other countries. Nor would we want the CBC 
to be precluded from undertaking, through independent producers, certain 
coproductions with other countries. Much television production outside 
of Canada is of high quality but never reaches Canadian screens. The CBC's 
programming should rectify that situation and bring the best in television pro- 
gramming, from whatever country, into Canadian homes. 


69. CBC programming, though developed primarily from Can- 
adian sources, should nevertheless include imported programs 
or co-productions of some programs of interest and excel- 
lence which would not otherwise be available to Canadians. 


CBC Television News 

Television news should continue to be produced within the CBC. Additional 
resources should be invested in the news service, not only to extend coverage 
and technical quality but also to raise the level of journalistic skill so that 
greater objectivity and depth of treatment can be achieved. The use of more 
CBC foreign correspondents, for example, would improve the confidence that 
Canadians have in the Corporation’s news service. Raising the standards of 
news coverage would in turn contribute to the growth of a better informed 
and more aware public. 


CBC Radio 

During our public hearings we heard many favourable comments about CBC 
radio service in both languages. We do not propose changes in the CBC’s 
handling of the radio aspect of its mandate. The Corporation should, however, 
remain sensitive to new developments in the delivery of radio programming — 
such as the use of cable and satellite systems — and adapt to new modes of 
delivery as they become practical. 

Although we are not recommending that the CBC discontinue its own 
radio program production, we believe that it is in the public interest to en- 
courage the development of an independent radio production potential in 
Canada. This view is consistent with our desire that the greatest variety of pro- 
gramming ideas find their way into the system. 


Northern Service 

Like CBC radio, the Northern Service for radio and television broadcasting 
should be retained as a production operation within the CBC. A special type of 
expertise and sensitivity to cultural, linguistic and social issues are essential in 
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providing this service. Native people should have a strong voice in shaping the 
policies and operations of a service which so directly affects their lives and 
communities. Additional resources seem to be justified, and we would urge 
the CBC Board to give the future development of the Northern Service careful 
and concerned attention. 


Radio Canada International 

The CBC should retain its international service, which we discuss in Chap- 
ter 11, “International Cultural Relations.” Radio Canada International, which 
already reaches countries in Europe, Africa and Latin America, should be pro- 
vided with the means to enlarge its service to countries on the Pacific rim 
which are not now being served. 


Regional and Local Programming 

The mandate of the CBC requires it to provide programming that reflects each 
region of Canada to itself and to the rest of the country. In addition, although it 
is not a requirement of the Broadcasting Act, the CBC provides local program- 
ming to communities in which it operates stations. There is some confusion, 
even within the CBC, about how local and regional programming should be 
clearly defined and differentiated. 

In earlier days, the CBC provided the only production capability worthy 
of mention in many of the regions it served. Out of its own budgetary 
resources, the CBC developed production facilities in St. John’s, Halifax, Monc- 
ton, Montreal, Toronto, Winnipeg, Edmonton and Vancouver. (Although at pre- 
sent the Prairie Provinces are served from Winnipeg, a new production centre 
is projected to open in Regina in the Fall of 1983 to serve Saskatchewan.) 
These regional facilities are backed up by sub-regional centres and local sta- 
tions in Corner Brook, Goose Bay, Labrador City, Sydney, Charlottetown, 
Moncton, Quebec City, Ottawa, Windsor, Saskatoon and Calgary (Fredericton 
has only production facilities). These in turn are supported by an extensive 
network of television rebroadcast transmitters strategically located to extend 
service to virtually the entire population of Canada. 

But today the CBC is no longer alone in providing regional programming. 
Private broadcasters have been extending their reach into many communities, 
cable systems are bringing more channels into more homes, and soon 
satellites will allow television signals to be received even in remote and 
isolated areas. At the same time, production facilities have grown and cable 
operators have studio facilities in many parts of the country designed to pro- 
vide opportunities for community-based programming. Further, the talent and 
capability to produce and exploit the medium have proliferated through the 
growing number of film and television training centres and cable community 
channels, and through experience acquired in the production of commercials, 
documentaries and industrial films. 

The needs of local television programming can now be filled in a variety 
of ways, some of which will be examined below in the section on private 
broadcasters. If local programming is given a fairly precise definition, the CBC 
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provides very little in the way of local programming, except for local news. 
For example, in the Atlantic provinces, the schedule normally offers 81 hours 
per week of national programs (which include 8 hours of regional contribu- 
tions), 31 hours of regional programs, but only one to three hours of local 
productions. 

Recommendation 68 on CBC television programming aims to stimulate 
production from regional sources and to provide an outlet for underused 
creative production talent. There would thus be a better opportunity to in- 
tegrate regional program materials into the national distribution network, 
since the search for program ideas and materials would be the core of the 
CBC’s operations. 

Local television programming, as we indicate below, could be provided 
more effectively through a combination of sources not including the CBC. The 
Corporation would therefore be able to give more time and attention to 
national and regional programming. Local radio programming should be 
sustained and continued by the CBC. 


70. In its television services the CBC should rededicate itself to 
providing regional programming, but should phase out local 
programming as soon as alternative local broadcasting 
facilities are in place. 


English and French Services 

From the beginning, the CBC has maintained services in Canada’s two official 
languages. But the two services are quite separate and parallel to each other, 
even if their central administration in Ottawa is common to both. That 
parallelism has been accentuated by the extensive production activities of the 
Corporation in English and French. We do not believe that our recommenda- 
tions will automatically bring the two services closer, nor do we suggest that 
the two be fused into one. Such a step would not be feasible, nor culturally 
productive if it were. 

But once the CBC concentrates all its activities on programming, we 
would expect a substantially increased level of exchange and collaboration 
between its two language services. Beyond that, many programs could be 
dubbed for distribution by both services. It should be possible in many in- 
stances to avoid having to build different operations solely on the basis of 
language. 


71. As a matter of policy the CBC should encourage the greatest 
possible collaboration, cooperation and exchange between 
programmers in the French and English services in order to 
make the best use of human resources and to permit a truly 
significant exposure of programs produced in both languages 
to all Canadians. 
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Marketing Operations 

For some time the CBC has marketed its products through what is now called 
CBC Enterprises for the English radio and television networks and, only recent- 
ly, through the Ancillary Rights Service for the French networks. These 
marketing arms promote and sell materials produced by the CBC — including 
television programs and, mostly through mail order, records, books and 
similar products. We would like to see these activities pursued with more 
vigour. CBC programs, records, films, books, information materials and enter- 
tainment items of various kinds should be sold, or rented as appropriate, in all 
formats through retail and other outlets. Under expert management, the 
marketing operations should earn revenues for the CBC. In Chapter 8, “Sound 
Recording,” we note the importance of these marketing units for the distribu- 
tion of specialized recordings. 

The CBC is also the principal outlet for the presentation of National Film 
Board films. In Chapter 9, “Film,” we propose that the CBC should assume 
responsibility for the distribution of the NFB’s library of films. Such distribution 
would fit appropriately into both the proposed programming and marketing 
functions of the CBC. In this connection, the CBC should undertake to 
repackage the appropriate NFB films, seek out markets all over the world, and 
make available this valuable library of films to Canadians. 


72. The CBC should enhance its marketing operations in order to 
exploit the maximum domestic and international marketing 
potential of its materials and those of other producers. 


Audio and Video Archives 

Audio and video materials form a vital part of Canada’s heritage. In spite of the 
concern and effort of a few dedicated collectors, however, much of that 
valuable material has been or is being lost. The accent on the immediacy of 
much of radio and television production tends to produce indifference to its 
preservation, even among those who are in the broadcast media. The pro- 
blems related to the preservation of these materials are great, as we were 
reminded during our hearings, but they demand a solution. 

Fortunately, some first steps have been taken. In 1959, the CBC began to 
preserve its sound recordings in Toronto and Montreal. In 1975, it made an ar- 
rangement with the Public Archives of Canada for the collection and preserva- 
tion of its broadcast materials, to which other documentation was added in 
1981. Thanks to this agreement and with funding for the purpose, the vast 
repository of CBC materials began to be processed. Unfortunately, the opera- 
tion was curtailed when funds ran out. Nevertheless, a system for handling 
such materials has been established, providing a basis for future archival 
development. 

According to the Association for the Study of Canadian Radio and Televi- 
sion, an organization which has concerned itself with better sound and video 
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archives, the CTV television network has assembled an estimated 18,000 
hours of videotapes awaiting cataloguing. The Canadian Association of Broad- 
casters has made its members aware of their responsibilities in this area, 
though a comprehensive program still remains to be developed. 

Time is an important factor: backlogs must be dealt with before these 
materials disappear forever, and preservation of future collections and the pro- 
vision of public access to them must be undertaken. The job is massive and re- 
quires assistance from many sources. Given the widely scattered origins of the 
materials, even within the CBC, not only must the Public Archives become 
more deeply involved, but agreements should also be made and projects 
undertaken with provincial and other archival services. It is estimated that 
about $10 million would be needed to deal with the backlogs alone within the 
CBC and CTV collections, but since this process would take several years, the 
annual financial burden would not be heavy. 

To deal with this serious problem, and in view of the time constraints 
involved, 


73. The federal government should immediately provide funds to 
the Public Archives of Canada to enable it to deal with the 
serious problem of the collection and preservation of audio 
and visual archives and to operate a soundly based, ongoing 
archival program in this area. 


The Public Archives of Canada should work closely with all those who 
have audio and visual archival materials, especially broadcasters and film pro- 
ducers, as well as with provincial and other repositories, to coordinate and 
facilitate the efforts in this field. The Public Archives should continue to serve 
the archival needs of the CBC and should, as we have suggested in Chapter 9, 
undertake the management of the National Film Board vaults and archival 
materials. 


A New Broadcasting Act 

Our recommendations for the CBC call for a reconsideration of its mandate. But 
the restructuring that we propose should not be construed as diminishing the 
autonomy that the CBC enjoys. We have argued in Chapter 2, “Government 
and Culture,” that it is vital for the CBC to be free of political influence in its pro- 
gramming decisions. At the same time we are conscious of the fact that some 
of the changes we recommend have been proposed in the past by others, in- 
cluding the CRTC, to little effect. 

Frankly, we worry that a continued effort to maintain the status quo 
may lead the Corporation to react negatively to our suggestions. Too many 
Canadians are beginning to question the very need for a public broadcaster 
such as the CBC. Our recommendations are intended to preserve the valuable 
experiences gained throughout the long and productive history of the CBC, so 
that these can be strengthened and built upon in a new and vibrant operation 
that is able to face the future and to contend effectively with its demands. 
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Many of our recommendations could be implemented within the pre- 
sent legal framework provided for the Corporation and for the other elements 
that make up our broadcasting system. However, taken together, our pro- 
posals represent a significant departure in direction sufficient to warrant new 
legislation. 


74. A new Broadcasting Act should be presented to Parliament. 


Private Broadcasters and Increased Canadian Programming 

Private broadcasters in Canada have been well served by the protection of- 
fered them by public regulations. Even within the current economic climate, 
and although individual operators may be suffering downturns in profit, 
advertising sales are high and profitability over the whole industry is healthy. 
However, there is little to indicate a relationship between industry health and 
improved Canadian programming in either television or radio. 

Competition from new delivery systems will affect private broadcasting, 
but an inherent flexibility should enable the system to adapt to new con- 
ditions, as it did when cable television emerged. Our concern is not with 
the ability of private broadcasters to adjust to the new environment but with 
the contribution that they can and should make to the cultural life of Canada. 

The withdrawal of the CBC from the advertising market and from the 
competition for U.S. programs, both of which we have recommended, would 
provide several advantages to the private broadcaster. For one, the departure 
of the CBC from the market for foreign programs would most likely make it 
possible for Canadian private broadcasters to buy such programs at a lower 
price. More significantly, well over $100 million in advertising revenues would 
become available. It is probable that a large part of those funds would be ab- 
sorbed by television operators within the CTV, TVA and Global networks and 
by other independent stations. Some way must be found to convert some or 
all of these additional funds, and a significant portion of private station profits, 
into better Canadian program production. 

In the recent CRTC ruling on pay-television licensing, the conditions im- 
posed on the licensees called for a commitment to Canadian programming 
which differed from standard Canadian content regulations, although they 
resemble prior efforts by the CRTC. Currently, Canadian content is measured 
only in terms of time allocated within the schedule. The new approach adds a 
requirement to spend a percentage of gross revenues and a percentage of pro- 
gramming budgets on Canadian shows. We believe that this approach makes 
good sense and will make a definite impact on the quantity and nature of the 
programming produced by the private sector. 

We have noted several times that, in general, programs emerging from 
private broadcasters do far too little to enhance our sense of ourselves and our 
culture. Their coverage of news and sports is good, but little else of cultural 
value is produced with any consistency. We believe that much more is possi- 
ble and should be required of the private broadcasting community. 
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75. The CRTC should require private broadcasters to allocate 
substantial percentages of their programming time, pro- 
gramming budgets and gross revenues to new Canadian 
program production. 


In the pursuit of this objective, the CRTC might find it necessary to make 
its requirements for the scheduling of Canadian programs more precise and 
rigorous. At the same time, if the fraction of gross revenues and programming 
budgets which the private broadcasters are required to devote to Canadian 
programs is sufficiently large, these broadcasters may be induced to produce 
attractive Canadian shows, which they would then find in their own interest to 
display in prime time. The test of any regulation in this area will be a decision 
by private broadcasters to air their own programs in prime time. 

We also believe that the additional revenues that would accrue to the 
private system, once the CBC ceased to carry advertising on its television pro- 
grams, should be used for increased production at the local and regional 
levels. The annual CANPRO awards, which highlight productions emanating 
from private broadcasting stations, indicate a high level of production talent 
whose efforts often deserve wide exposure. 

This move toward increased Canadian programming could be ac- 
complished in several ways. One possibility is that, in markets where it is 
feasible, private station owners could be required to program, as a condition 
of their licence, a second channel whose content would be all, or nearly all, 
Canadian and on which they could sell advertising. 

A variation of this concept would open up a second channel to en- 
trepreneurs willing to provide a new, predominantly Canadian service. There 
would be open competition. to provide this service. The bidders might be the 
local private station, affiliates of other networks, and others desiring entry into 
this field. Approval would be granted only if plans for Canadian production 
and programming were satisfactory. To be effective, performances would need 
to be strictly policed and the approval of licences withdrawn and opened to 
new bidders if programming promises were not fulfilled. 


76. The CRTC should permit the establishment of new, private 
local television services in those communities able to absorb 
them, and use its licensing powers to ensure that these new 
services contain almost exclusively Canadian programs. 


A third possibility is the introduction of a tax on profits which would be 
earmarked for upgrading the quantity and quality of Canadian programming. 
Beyond the problems of devising such a tax, however, there are the problems 
related to earmarking, which we have analyzed in Chapter 3, “Marshalling 
Resources.” 

The largest single television advertiser is the Canadian government. At 
present, federal advertising expenditures are associated with U.S. programs 
on Canadian television stations on the basis that these programs attract the 
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largest audiences. Such are the dictates of efficiency, at least as long as only 
one objective is being considered. Should the government choose to allocate a 
reasonable part of its advertising budget to Canadian programs that are at- 
tracting large Canadian audiences, even if these audiences are not as large as 
those viewing American shows, the government would not only provide a fur- 
ther incentive to private broadcasters to invest in Canadian program produc- 
tion but could also set an example to other advertisers. 


The Challenge of a Multi-level Cable System 

Approximately 80 per cent of all households in Canada have easy access to a 
cable television connection in the sense that the cable “passes” near their 
homes; and, as we have already noted, 59 per cent actually subscribe to a 
cable service. The cable system is therefore a prime delivery mechanism. Off. 
air transmission — the traditional way to receive television signals — no longer 
governs the way we look at broadcasting. 

The CRTC has not allowed the cable television industry to engage direct- 
ly in program production, beyond the provision of community channels and 
services. When cable first arrived on the scene it was considered a threat to 
the off-air broadcaster. Recent history, however, has shown that the two 
delivery systems can work together to their mutual advantage. Now satellites. 
are seen by some as dangerous intruders into the system. But already there 
are signs that a combination of cable and satellite systems could provide 
equal or greater coverage than is being provided currently, thus putting even 
isolated and remote parts of the country within reach of broadcasters. Various 
kinds of data, security and other services could be offered, in addition to enter- 
tainment and consumer information. As ever, the questions are not merely 
technological but cultural: which programs will be offered to and seen by 
Canadians? 

Proliferation of cable systems has increased Canadians’ access to U.S. 
television programs, and the use of cable converters increases this access still 
further. Without cable, viewers can receive off-air signals from Canadian net- 
work broadcasters like the CBC, CTV, TVA or others, depending on the province 
of residence. Since the production and transmission of these signals are financ- 
ed either by public appropriation or by advertising, viewers are provided with 
a practically free service. Looking at one more program does not cost them 
anything more, beyond a few cents of electricity and wear and tear on the 
television set. By purchasing cable service, at an average cost of about $7 a 
month, viewers can increase the number of channel choices to eight or twelve 
(the “‘basic’ service) and improve the quality of the picture on their sets. For an 
additional $5 or so a month (or an outright purchase price of around $100), a 
converter increases the number of choices still further. 

Early in 1983, viewers will have the option to purchase yet another level 
of service from cable companies, when pay-television is offered for a probable 
price of around $15 a month for the first pay channel, with discounts applying 
to additional channels. To receive pay-television programs, which will be 
delivered to cable companies by satellite in a scrambled form, a decoder will 
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have to be bought or rented. Soon, for an additional sum, non-broadcast ser- 
vices such as banking, house protection, shopping, etc., will add another level 
to what is available. Before long, viewers will probably also be able to buy in- 
dividual programs instead of whole channels of service. 

Thus we are already entering a multi-level, or tiered, system in which 
viewers have freedom of choice in paying for what they use. As the number 
and types of these new cable services increase, their pricing and marketing 
will become more complex, and the tendency of cable companies to use 
popular foreign programming to attract subscribers will increase as well. For 
this reason it will be necessary to ensure two things: that Canadian programs 
are scheduled in adequate quantities and at appropriate times, and that Cana- 
dian program production is increased as a result of the introduction of the new 
Services. 

In effect, then, it will be necessary to regard the entire programming of- 
fered by any cable system in the same light as we now regard a broadcaster’s 
service. Of particular concern to this Committee is the need to maintain all 
Canadian non-discretionary services — national, regional and provincial net- 
works, independent stations, community channels, educational services, 
House of Commons coverage - as part of the basic service of all cable 
companies. 


77. Any CRTC policies on multi-level, or tiered, cable service 
must continue to ensure that the first priority on the basic 
cable service is given to designated Canadian services. In 
addition, a substantial portion of all other tiers of service 
offered to cable subscribers must be Canadian. 


We believe that every effort should be made to reduce the fee charged 
for the basic cable service to the lowest possible level. Furthermore, the federal 
government and the cable industry should consider a policy of hooking up to 
cable systems all households that are now “passed” by cable and offering 
them this basic, low-cost service. Our purpose here, as elsewhere in this 
Report, is to give encouragement to Canadian creativity by providing our 
creators with enlarged audiences. Recommending a favoured position for 
Canadian-based channels within the cable television system is a major step in 
this direction. 

Our position on increased Canadian programming suggests that we 
should advocate an open and unlimited policy for Canadian television pro- 
ducers and that, in particular, we should recommend that cable companies 
produce and distribute their own programs. But the inherent conflict of in- 
terest placed on carriers who are also producers forces us away from making 
that recommendation. We are ready to acknowledge that, in the short run, 
production of Canadian programs could increase, but only at the cost of very 
probable long-term reductions of such production. Nor do we believe that the 
problem posed by conflict-of-interest situations can be resolved by such legal 
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devices as arm’s-length companies, because the degree of autonomy must be 
monitored and enforced, and we have serious doubts, for reasons given 
earlier, about the resolve to do this. Prudence and the logic of this position 
therefore dictate the following: 


78. The CRTC should encourage cable companies to improve 
their community channel operations, but cable production 
must remain limited to such programming. 


Local Television Programming 

References have been made throughout the earlier parts of this chapter to 
local programming. We have indicated that private broadcasters should 
substantially increase their production activities, providing much more access 
to independent production talent in their communities. This Committee wishes 
to underline its particular concern for this aspect of broadcasting in Canada. At 
the local level, the provision of opportunities to develop and produce pro- 
grams is fundamental to the thrust we advocate so strongly, namely, that the 
future of broadcasting in Canada depends on our ability to generate produc- 
tions that reflect and concern us. Nowhere is this more vital than in the area of 
what is termed local broadcasting. 

This Committee fully shares the concern so often expressed to us during 
our public hearings about the improvement of local service and the develop- 
ment of local talent. When we propose, in Recommendation 70, that the CBC 
discontinue the small amount of local programming it currently undertakes, it 
is in order that the CBC might then be able to provide producers with increas- 
ed access to its system, through the additional time and funds it will have 
available for the stimulation of new production. 

Our proposals on additional cable-delivered stations to be made 
available to private broadcasters should provide further opportunities for pro- 
duction talent. The additional revenues — $100 million or so — to be earned by 
private broadcasters when the CBC ceases to sell air time for commercial 
advertising should be directed in large part to new productions. Whether this 
is achieved by regulation or otherwise, the goal in all these developments has 
to be found in the fundamental needs we have described. 

The cable system offers further possibilities. In 1979, 467 cable com- 
panies provided community channels and 276 operated studios (156 with 
colour facilities). On average, about four hours of programming a day are pro- 
duced by these community channels. Local groups are also given access to 
cable facilities for television programming. However, much more can be done; 
the CRTC already requires that cable facilities, equipment and expertise be 
made available to communities as a condition of cable licences, but the Commis- 
sion has not been firm in administering these conditions. It had been hoped 
that cable operators would allocate 10 per cent of their revenues towards 
the operation of community channels; generally this has remained an unreal- 
ized hope. 
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Nevertheless, a great variety of opportunities have been opened up in 
the brief history of cable community programming. Many individuals and 
groups have become involved, technical training and outlets for local talent 
have been provided and encouragement given to local entrepreneurship. In 
communities where colleges and schools offer some television training, 
students have become not only operators but have also helped train citizens 
in the use of cable television cameras and equipment. Community groups in 
some areas virtually control the entire community channel activities, while in 
others the cable companies do most of the production emanating from com- 
munity sources. In many places the community channel provides the only 
local television service. The diversity of approaches and ways of dealing with 
local conditions is one of the strengths of community channel operations. 

Of special interest to this Committee is the fact that, through the cable 
system’s community channels which can create new relationships between 
the public and television, the Canadian broadcasting system has one of its few 
alternatives to mass entertainment and information in which the viewer is 
merely passive. In the community channel operations, direct participation by 
members of the community in all aspects of programming is not only possible, 
but the norm. As a result, programming policies are attuned to a remarkable 
degree to specific local needs and aspirations. Even in their present 
underdeveloped stage, community channels have sometimes been able to 
develop program ideas that have been picked up by off-air commercial 
broadcasters. 

The Committee has concluded that cable community channels must con- 
tinue to be developed and strengthened, and suggests three areas in which 
improvements should be sought: there should be a greater contribution and 
commitment by cable companies, a search for additional and diversified 
sources of funding, and increased efforts to establish closer relationships be- 
tween communities and operators of community channels. To that end we 
recommend the following: 


79. Cable television operators, as a condition of licence, should 
be required by the CRTC to allocate a significant percentage . 
of gross revenues toward the facilities and programming of 
community channels. 


80. The CRTC should encourage the establishment of Local 
Programming Leagues wherever community channels are 
available to the local community. 


The Local Programming Leagues would be nonprofit organizations com- 
posed of representative groups and citizens within each community. If incor- 
porated as charitable organizations, they could appeal to a variety of sources 
for financial support. The allocations by cable companies which we propose in 
Recommendation 79 would provide basic operating funds. Increased funding 
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could be sought from provincial and municipal governments, the Canadian 
Film Development Corporation (see Chapter 9 “‘Film’”’), other federal agencies 
and local private and business sources. 

The Leagues should be deeply involved in local programming. They 
would seek to improve its quality and its sensitivity to local needs and to pro- 
vide encouragement and opportunities to local talent. The licence would con- 
tinue to be assigned to the cable operator, who would be accountable for 
fulfilling its conditions. The League could, in some circumstances, seek other 
distribution outlets for its programming needs. 

Cable companies providing important local services in communities that 
have no other local broadcasting service should be able to use off-air facilities 
in the form of supplementary transmitters for the purpose of improving their 
coverage. 

In making these proposals we seek to achieve three principal objectives: 
a better broadcasting service in line with the interests of local residents, more 
opportunities for performers and producers to test themselves and to grow, 
and more involvement by citizens in ensuring television’s usefulness in their 
lives. 


Developing a Policy for Satellites and New Production 

There are some strange ironies to be observed in Canada’s approach to the 
satellite question. Canada has been a pioneer in the use of satellites for broad- 
casting purposes. Long before the United States and other countries began to 
look seriously at the potential of satellites, the CBC was using Canada’s Anik 
series of satellites to serve the North. Yet Canada now seems to be almost 
reluctant to build upon and exploit this early lead. We are now preoccupied 
with controlling the entry of foreign satellite signals and programs into 
Canada, instead of recognizing that this new technology provides un- 
precedented opportunities for us to increase the distribution of new Canadian 
programs and services, not only domestically but internationally. 

The United States has dramatically shown how satellites used in con- 
junction with cable systems can bring audiences the kind of program diversity 
which our own Broadcasting Act expects from the Canadian system and 
which thus far has eluded us. Furthermore, when Canada launches Anik C in 
late 1982, this country will move to the forefront of new satellite technology, 
making it possible to offer, among other new services, the economical 
transmission of broadcasts directly to individual homes. Ironically, the first 
users of this type of service (Direct Broadcast Satellite Service) could be U.S. 
entrepreneurs. It is one thing to be concerned about the high cost of 
technological development and the inordinate emphasis it has received in rela- 
tion to our underfunded program production activities. But it is vital to 
recognize that the wise use of technology extends the opportunity for creative 
communication and expression and is an essential component of Canada’s 
present and future cultural endeavours. 
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Canada must be able to look to its public and private institutions to res- 
pond to these challenges, and government policies must be flexible enough to 
allow for considerable individual initiative. To the program producer and 
distributor, these technological systems represent new program dissemination 
possibilities to be considered along with all the other systems — such as cable 
and videodiscs — now becoming available. Consequently it is important not to 
retard such new developments as satellite systems, nor single out any one 
system as being the “preferred” system of program and service delivery. 

There are some very specific actions which must be taken now. The 
Committee has already referred to the vital need to undertake more research 
in programming and has suggested in Chapter 9 how the National Film Board 
may be reconstituted to serve this need. In addition, we have proposed for the 
CBC a primary role in programming within the expanding broadcasting and 
communications system. These two public institutions should be fully alert to 
the potential of new satellite systems, taking that potential into account in 
their long-range planning. For example, a much closer ongoing coordination 
with the telecommunications satellite corporation, Telesat, is highly desirable, 
to encourage the evolution of new technological systems that can serve pro- 
gramming objectives. 

The federal government and the CRTC must see their roles as custodians 
of a multifaceted program distribution system in which extended range and 
diversity is sought. It is essential to be open to all ideas, to encourage new 
systems development, and to see every new advance not as a cause for con- 
cern but rather as an opportunity for creative enterprise. 


81. The Canadian government must develop a clear and 
coherent policy for the orderly development of satellite 
capabilities and put such technologies and the funds they 
can generate to the service of new Canadian production. 


A Strengthened CRTC 

The licensing and regulatory powers of the CRTC exert a powerful effect on 
broadcasting in Canada. These powers should be used with firmness and 
determination in enforcing the delivery of promised performance by licensees 
in respect of Canadian programming. 


Licensing and Cultural Objectives 

The CRTC has generally shied away from applying the ultimate penalty for 
non-performance in cultural matters — the revocation of, or refusal to renew, a 
broadcaster’s licence — for fear of depriving a community of services. With 
new broadcast ventures continuing to proliferate, that fear need no longer be 
a factor in many of the CRTC’s licensing decisions. The need to protect the 
business concerns of private broadcasters is not as important as the need for 
new Canadian program production. Non-enforcement of any promise, pledge 
or assurance is an incentive to further non-performance. Conversely, the only 
way the CRTC can show that it places cultural objectives on a par with, or 
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higher than, industrial or commercial objectives is through strict enforcement 
of promises with respect to cultural matters. It must remind broadcasters that 
they are licensees, not owners, of the airwaves. 


82. The CRTC must strictly enforce conformity to all conditions of 
licence. 


The Broadcasting Act, in its present form, has been a source of friction 
between the CBC and the CRTC. The Act gives the CBC a specific mandate and 
the authority to carry it out. The CBC is also licensed by the CRTC, but that 
licence cannot be suspended or revoked. When the two agencies find 
themselves in adversary positions on some subject, the CBC has managed to 
get its own way. 


83. The proposed new Broadcasting Act should give clear 
authority to the CRTC in matters related to the CBC. 


In Chapter 2, “Government and Culture,” we discuss the power of 
cabinet ministers to provide policy direction to agencies. Although we are firm 
in our conviction that agencies need to be strongly shielded from political 
direction, we note that the conditions surrounding the CRTC as a regulatory 
body put it in a different position. We disagree with that aspect of the present 
Broadcasting Act which disallows policy direction while enabling the govern- 
ment to challenge individual CRTC decisions on granting or renewing of 
licences. We repeat our position here. 


. The cabinet’s right to challenge licensing decisions should be removed. 

. The minister should have the right to offer general policy directions 
under certain conditions: prior consultation with the CRTC and the 
tabling of the policy view in the House of Commons. The CRTC 
should, however, be able to hold public hearings on the issue in 
question prior to the policy direction being formally given. 


84. The proposed new Broadcasting Act should confirm the total 
independence of the CRTC from political intrusion in matters 
relating to licensing, but permit direction by the minister on 
matters of general policy, under certain specified conditions. 


*The federal government does not play any direct role in educational 
broadcasting, except that through the CRTC it licenses educational services. In 
order to reduce the danger of political control or undue political interference in 
educational broadcasting, these licences are given to independent bodies 


*The Committee records an abstention on this matter (up to and including Recommendation 85) 
by one of its members, Joy Cohnstaedt, Deputy Minister, Cultural Affairs and Historical Resources, 
Province of Manitoba. That department is responsible for provincial telecommunications policy. 
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operating at arm’s length from provincial or municipal governments, although 
they may be funded entirely by such governments. Thus educational opera- 
tions such as TVOntario, Radio-Québec, Access Alberta and others are licensed 
by the CRTC. Cable systems also provide channels to educational broadcasters, 
including those based at universities. 

The ownership of broadcasting operations by political bodies presents 
certain dangers. Political influence on programming decisions must be 
minimized, in order to protect the integrity of the broadcasting system against 
accusations of being used for political ends or presenting views biased 
towards one political or social cause. Although provincial educational broad- 
casting undertakings have shown genuine interest in the promotion of Cana- 
dian programs, provincially administered cable activities have shown the op- 
posite tendency, apparently wishing only to provide access to American pro- 
grams. It is in the Canadian interest that cultural goals in broadcasting Be pur- 
sued by these enterprises. For these reasons, 


85. The CRTC should continue to license provincially and 
municipally based broadcasting undertakings. 


Encouraging Alternative Radio 

In the course of our public hearings, radio was criticized for shortcomings in its 
programming much less than was television. CBC radio in particular was wide- 
ly lauded. In Chapter 8, “Sound Recording,” we have already noted the 
dependence of radio on recorded music and vice versa; we have also noted 
how little attention is paid by radio programmers to serious music. Our recom- 
mendation to the CRTC in that chapter is aimed at increasing the performance 
on both AM and FM radio of Canadian specialized recordings. 

When FM radio emerged as an alternative to AM broadcasting, the CRTC 
sought to make FM programming “different,” a way of providing an alter- 
native for listeners who complained about the nature of the AM service. Their 
criticisms had noted AM radio’s repetitiveness, stridency, triviality, undue 
commercialization and imitativeness. To avoid these tendencies, FM licensees 
were required to provide a certain amount of “foreground” programming, 
were forbidden to simulcast in cases where the licensees operated both FM 
and AM stations, and were generally encouraged to provide greater diversity, 
substance and quality in their programming and to limit the amount of com- 
mercial advertising. It was hoped that in response to such pressures, broad- 
casters would create new ways of dealing with subjects that private radio had 
ignored. There were other hopes. It was expected that independent radio pro- 
duction would develop, that exchanges, syndication operations and even net- 
working would result. Little of this has happened. The program exchange ser- 
vice of the Canadian Association of Broadcasters is as limited in its scope as it 
has always been. 

The CRTC should persist in its efforts to make private radio program- 
ming more diverse and imaginative. Given the fact that most Canadians now 
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own FM receivers, the CRTC should reconsider its FM licensing procedures, 
making it easier for small entrepreneurs with different ideas to enter the field. 
The costs of preparing an application and of submitting it are sometimes so 
high that such entrepreneurs are almost barred from entering the market. This 
situation, while protecting profits of existing operators, also impoverishes the 
whole sector by limiting its openness to new ideas. 

One group, the community and campus-run stations, already provides 
valuable alternatives to the fare provided by private commercial stations. 
Community and campus-run stations are also usually very different from each 
other, and that diversity should be encouraged. Such radio stations not only 
provide an important local service through their information programs, but 
also encourage experimentation and offer opportunities for new talent to 
develop. Many of these stations operate in small communities and in the 
North; as a result they often provide vital exchanges between small, isolated 
groups. Others are located in urban centres serving special groups. Still other 
stations function in universities, often operated by students. All share the pro- 
blem of being seriously underfinanced. 

Some departments or agencies of the federal government have at times 
provided assistance to these stations, usually for special projects. The Quebec 
government, the only provincial government to do so, has provided funds 
toward the basic operation of many stations within the province; but even in 
those cases, the financing has proved to be both insufficient and lacking in 
continuity. Private fund-raising is difficult for such ventures, and the sale of 
advertising would often be antithetical to their interests even if it were 
permitted. 


86. Federal and provincial governments should seek ways to 
assist community and campus-run radio stations to alleviate 
their financial difficulties and to stabilize their operations. 


Advisory Committees for Performance Assessment 

Dialogue between a regulatory agency such as the CRTC and the public is very 
important. The constituency that watches and listens to programs should be 
heard clearly alongside the professionals and businessmen of the media. The 
public can provide a useful evaluation of broadcast or cable services that are 
presumably designed for their benefit, and some mechanism for the regular 
sharing of views with the public would be an asset to the supervisory and 
regulatory roles played by the CRTC. 

We would like to see advisory committees formed by the CRTC to which 
the agency would have regular and consistent access. These committees 
should be representative and wide-ranging enough in their activities so that a 
thorough feedback system would be in effect, providing an efficient and ac- 
curate public assessment of broadcasters’ performance. The ancillary impact 
of such an operation on individual broadcasters and the networks could be 
considerable. Just knowing that their work is seriously and continuously being 
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assessed would affect broadcasters’ daily decision-making. Since much 
volunteer effort would be involved, the operation of such a network of ad- 
visers should not be costly. The process would not downgrade public hear- 
ings, which should remain the core of the CRTC evaluative process. In fact, par- 
ticipation by such advisory groups in the CRTC’s public hearings would be 
both appropriate and valuable. 


87. The CRTC should set up Advisory Committees in each pro- 
vince to assist in performance evaluation of licensees and to 
provide advice and reaction from a local perspective on all 
broadcast activities. 


Funding Public Broadcasting 


Concern was often expressed to us at our public hearings about the portion of 
the federal government’s cultural expenditures consumed by the CBC. In the 
eyes of many, this amount is inordinately large. Hopes were often voiced that 
even a small part of the CBC’s budget could provide major benefits if it were 
reassigned to other federal cultural agencies, all of which operate on a small 
fraction of the funds available to the CBC. 

There are no simple ways of establishing whether net savings to the 
government would result from the recommendations we have put forward 
on broadcasting in general and the CBC in particular. Very substantial savings 
are indicated by some of the measures we advocate; these derive from staff- 
ing adjustments, disposition of physical plant, realignment of services, shifts 
in priorities and tightening of operations. 

On the other side of the equation, there is the proposed loss of CBC 
advertising revenue, the cost of breaking with the affiliated stations and, 
most of all, the cost of commissioning more high-quality programs. It is ex- 
tremely difficult to add up benefits or losses on either side and arrive at a 
useful answer. Time considerations add to the dilemma. When will certain ac- 
tions begin? How long will they take to complete? What will be the condition 
of our economy at the time? 

The problem of acquiring the necessary funds raises other issues. In 
Chapter 3, ‘““Marshalling Resources,” we have set out our views on such ques- 
tions as special taxes, levies and other means of acquiring funds for particular 
cultural purposes. This Committee wants the government to act responsibly 
to achieve a stable ongoing financial commitment to the cultural activities 
that are essential to the well-being of Canadians. A strong Canadian program- 
ming presence is undoubtedly one such activity. In the briefs presented to us, 
we heard ideas on the accumulation of special funds through taxes earmark- 
ed to provide financial support for Canadian television and film productions. 
One of these ideas took the form of a tax on cable billings; another a tax on 
blank audio and video tapes; yet another a levy on television set sales. The 
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most frequently heard suggestion was a levy on cable subscriptions, with the 
income going to the CBC or to a production fund in the hands of the Canadian 
Film Development Corporation or some other agency. This has been called, 
perhaps inaccurately, a “universal pay” television system and was advocated 
by several intervenors at our hearings. 

The government may, indeed, choose to use any or all of these funding 
devices. We would prefer, however, to have the necessary funds for cultural 
purposes come out of general tax revenues, thus avoiding the pitfalls that we 
have described in Chapter 3. 

The CBC has often voiced a plea for assured funding from the govern- 
ment over a period of years. At one time the government promised five-year 
appropriations, but that promise has never been fulfilled. Other agencies, such 
as the Canada Council, have also asked for multi-year funding in order to serve 
the needs of their clientele better. In recent years, the Federal Policy and Ex- 
penditure Management System has required all agencies to provide a three- 
year projection of their financial needs. We hope that this process can even- 
tually lead to an arrangement enabling the government to provide appropria- 
tions for the CBC and other cultural agencies for periods longer than the one- 
year cycle on which they now must function. 

Whatever the pattern and whatever the source of funds, we urge that 
enough financial support be provided to enable the activation of the creative 
potential of Canadians. In that context, the CBC is vital, and Canadians should 
be vigilant that they do not cheat themselves of the great benefits to be deriv- 
ed from a properly motivated and well-operated public broadcasting system. 
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International Cultural 
Relations 


The importance of international cultural relations was set out most persuasive- 
ly by the Social Sciences and Humanities Research Council of Canada in these 
words: 


“It would be folly to try to build our culture in isolation: we would 
be denying a trait common to all active cultures — universality. We 
must all therefore participate on the international scene — artists, 
humanists, social scientists — to augment the sum of knowledge 
and the works of art which constitute the worldwide cultural assets 
of humankind.” 


As part of its assessment of the direction Canadian cultural policy should 
take in the decades ahead, the Committee sought comments and information 
about Canada’s cultural relations with other countries. We asked intervenors 
what cultural image of Canada they thought should be projected abroad. In 
more than 150 briefs, they answered this question and many also told us of 
their aspirations to test their talents before new and challenging audiences 
abroad and of their dissatisfaction with present arrangements for assisting 
them to do this. 

Earlier sections of this Report have shown the diverse and energetic 
character of all aspects of Canadian cultural activity. The pool of talent in every 
field is large enough, as it has been for many years, that Canadian artists can 
reach out to foreign audiences without depriving those at home. Indeed, the 
ambitions of Canadian artists of all kinds to measure themselves and to 
mature in their chosen discipline can only be met by performing or exhibiting 
abroad for larger audiences that are both informed and critical. In the Commit- 
tee’s view, future federal cultural policy must include extended and innovative 
programs to support Canadian artists who, with their distinctive voices, want 
to speak not just to Canadian audiences but to international audiences as well. 
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This desire of Canadians for wider exposure of their talents is not a re- 
cent phenomenon. The Massey-Lévesque Commission received much the 
same message 30 years ago. 

Since then, informal cultural exchanges between Canada and the world 
outside have increased greatly. Canadians now make innumerable personal 
contacts throughout the world through tourism, work and study abroad, and 
through the international affiliations of their professional and fraternal associa- 
tions. Through all of these contacts, Canada becomes a little better known 
overseas. The formal promotion of knowledge of Canada abroad, however, is a 
government responsibility assumed primarily by the federal government but 
to some extent also by some of the provinces. Both levels of government have 
designated agencies and undertaken activities to advance their particular and 
sometimes incompatible interests. 

The past 30 years have seen a rapid increase in the number of federal 
agencies with statutory authority to participate in international aspects of 
cultural policy. While not necessarily complete, the list of agencies active in 
this area today includes the following: Department of External Affairs (incor- 
porating components of the Department of Industry, Trade and Commerce), 
Canada Council, Department of Communications, National Museums of 
Canada, National Arts Centre, Radio Canada International, National Film Board, 
Canadian Film Development Corporation, Canadian International Development 
Agency, Ministry of State for Social Development, Canadian Commission for 
Unesco, Social Sciences and Humanities Research Council, National Research 
Council, Medical Research Council, National Library, and Public Archives of 
Canada. 

Despite all this activity by other agencies, the cultural community in 
Canada identifies international cultural activities as a responsibility primarily 
of the Department of External Affairs. It is true that External Affairs has the 
most visible program and administrative arrangements to project the Cana- 
dian image abroad, but its involvement in international cultural relations, 
although long-standing, came about by default. As the Massey-Lévesque Com- 
missioners observed, much of the department’s work in this area was 
assumed 


“because of pressure both from within and without the country and 
for want of any other available agency. Neither the officials concerned 
nor the public are entirely satisfied with the resulting improvisation.” 


Submissions made to this Committee clearly demonstrated that this 
dissatisfaction has not diminished. We have come to the conclusion that the 
legitimate aspirations of the Canadian cultural community to be exposed to in- 
ternational audiences have not been satisfactorily combined with the 
diplomatic objectives of the Department of External Affairs. We are convinced 
that there must be an increased commitment by the federal government to 
developing the informed, positive interest of other countries in Canada and in 
the work of its artists and scholars. 
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In our opinion, the Department of External Affairs has made no more 
than a good start towards this goal. Its progress has been hampered by the 
limited recognition given to the value of cultural activities within the present 
departmental structure. Inevitably, the political concerns of foreign policy 
predominate to the detriment of Canada’s international cultural relations 
when budgetary and administrative decisions are made. The Committee is 
convinced that only an agency outside the existing departmental organization 
can make the substantially increased and more broadly based effort required 
to achieve important but diverse objectives in the field of international cultural 
relations. We shall have a good deal more to say about this later in the 
chapter. 


The Development of International Cultural Relations 


Canada’s Commitment to Cultural Cooperation 

Cultural cooperation or cultural diplomacy is a concept that has been fostered 
by the United Nations Educational, Scientific and Cultural Organization 
(Unesco) and adopted by a large number of countries with whom Canada has 
friendly relations, providing a rationale for the development and exchange of 
cultural contacts among countries. The articles of the Declaration of the Prin- 
ciples of International Cultural Cooperation formulated at the Unesco con- 
ference in 1966 state that international cultural cooperation covers “all 
aspects of intellectual and creative activities relating to education, science and 
culture.” Such cooperation may assume various forms: bilateral, multilateral, 
regional or universal. Regardless of the form, the aims of these activities, ac- 
cording to the Declaration, should be “to spread knowledge, to stimulate 
talent, and to enrich culture.” 

Cultural cooperation has not always been one of the objectives of 
Canadian foreign policy, which has traditionally been rooted in economic, 
commercial and political considerations. Over the last 20 years, however, the 
objectives have been broadened until, in the words of the Department of 
External Affairs, “Today the development of international cultural relations is 
an essential dimension of our diplomacy.” 

Under the administration of the Department of External Affairs, Canada 
maintains diplomatic relations with 162 countries through a network of 117 
posts located in 79 countries, at the latest count. The continuing, identifiable 
Canadian presence in these foreign countries is to be found in the embassy 
buildings and the official residences of Canadian representatives, many of 
them now designed by Canadian architects. At each post, works from the 
department’s extensive collection of Canadian art are on display and a selec- 
tion of Canadian books, periodicals, newspapers and reference materials is 
available to the public. 

All of these things are an accepted part of representing Canada abroad 
but, in themselves, are insufficient to project a well-defined image of Canada, 


318 International Cultural Relations 


or to extend knowledge and understanding of Canadian life and attitudes. 
These are functions of specific programs within the Department of External 
Affairs. 

Recognition of the substantial commitment many countries were mak- 
ing to the development of cultural relations led the department to establish a 
Cultural Affairs division in 1965 as part of the Public Affairs Bureau. This 
bureau was dismantled in 1979 and two separate bureaus were set up to take 
responsibility for information and cultural relations. The Information Bureau 
now handles public relations and general information activities, while 
Canada’s contributions to cultural cooperation are looked after by the Bureau 
of International Cultural Relations. 

The structure and activities of the latter bureau are of particular interest 
to the Committee. The bureau has four divisions, two of which (Academic Rela- 
tions, and Cultural Affairs — Arts Promotion) carry out programs inspired by 
specific aims of cultural cooperation. The Cultural Affairs — Arts Promotion 
division continues the long tradition of External Affairs of sending representa- 
tive work of Canadian creative artists and performers on tour abroad. 
The Academic Relations division, set up in 1975, provides support for intellec- 
tual activities directed toward achieving increased understanding of Canada 
abroad. 

In the artistic field, the department’s activities include assistance to 
professional arts organizations in negotiating engagements and making tours 
abroad, exhibitions of Canadian art, lecture tours by writers and other artists, 
film screenings, book donations, assistance in market development and visits 
to Canada by foreign artists, critics and impresarios. On the academic side, 
the Canadian Studies program encourages and supports interest in teaching 
about Canada in ‘selected universities” as well as providing money for 
scholarships, fellowships and scholarly exchanges. 

The Committee looked at the staff and work of this bureau in Ottawa 
and abroad, including the cultural centres in Paris, Brussels and London, a 
specialized art gallery in New York and display centres in several large capital 
cities where Canada maintains diplomatic missions. While our recommenda- 
tions are directed chiefly to the Department of External Affairs, we also have 
comments to make about the international activities of some other federal 
agencies with an interest in cultural affairs. Nor can the increasing provincial 
activity in international cultural relations be ignored. 


Federal-Provincial Cooperation 

While the Committee believes that there should be strong federal leadership 
in international cultural activities by Canadians, we recognize that there are 
provincial interests to be considered as well. Through established arts coun- 
cils or departments responsible for arts and culture, the provincial govern- 
ments have in recent years increasingly sponsored local groups wishing to 
perform abroad, in many cases to strengthen a distinctive provincial cultural 
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image. Provincial interests are also frequently reflected in Canadian delega- 
tions to Unesco meetings and international conferences relating to education 
and cultural matters, and provincial cabinet ministers are sometimes 
designated leaders of delegations. 

This increased provincial participation in international cultural con- 
ferences has not been without problems. If delegations are to be well 
prepared, the selection of delegates must be agreed upon long enough in ad- 
vance for briefings to take place, and for a team approach to develop. Invita- 
tions to form delegations for international meetings involving the provinces 
must be given and responded to promptly to allow time for proper briefings 
to be arranged and for differences of opinion on conference issues to be 
reconciled. The provincial point of view to be represented at international 
meetings arising from Canada’s cultural agreements with other countries 
should form part of the overall Canadian position being presented. 

There has been an improvement in the exchange of information be- 
tween federal and provincial governments on their interests in international 
cultural relations in recent years. The Committee considers highly desirable the 
formal and informal consultative meetings that now take place between 
federal and provincial officials concerned with international cultural affairs. In 
our view, such consultation would be even more effective if artists or their 
representatives were included in these discussions whenever appropriate. The 
choice could be made on the recommendation of artists’ organizations or pro- 
vincial arts councils. 

Although these consultative meetings are helpful for cultural affairs, 
they do nothing to solve problems arising when educational affairs must be 
taken up. Federal officials from departments and agencies concerned with 
scholarly activities could usefully be invited to participate. Provincial represen- 
tation might also be invited from the ministries of education and the Council of 
Ministers of Education — Canada, and its staff. This serious omission in com- 
munications with the provinces should be corrected promptly. 


88. The Department of External Affairs should extend federal- 
provincial consultation on international cultural affairs to 
include officials of other federal departments and agencies 
concerned with education, provincial departments of 
education, representatives of the Council of Ministers 
of Education — Canada, and the academic community. 


Selecting Canadian Talent for Presentation Abroad 

A variety of methods is used in the selection of Canadian art for international 
exposure. In the visual arts, guest curators and gallery owners from individual 
Canadian galleries are often associated with specific exhibitions and invited to 
make selections. Curators from abroad sometimes make selections when an 
exhibition is co-sponsored by a foreign exhibition centre. The Canada Council 
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Art Bank has occasionally assisted in the organization of a touring exhibition, 
and the Department of External Affairs has a number of small permanent col- 
lections of its own continuously on tour. 

Authors and performing artists seeking assistance to present their work 
also make formal applications to External Affairs which are referred to an 
Advisory Committee on Foreign Cultural Relations. This committee, entirely 
made up of public servants representing the federal cultural agencies, gives 
advice about the artistic quality of the company, group or artist and about the 
appropriateness of the tour for the applicants and the countries to be visited. 
The International Cultural Relations Bureau organizes and participates in the 
committee’s meetings, assisted by representatives of the National Museums of 
Canada, representatives from the International Relations section of the CBC 
and the Arts and Culture Branch of the Department of Communications, and 
the heads of sections of the Canada Council and the National Arts Centre as 
appropriate. | 

Effective and equitable decisions about which artists to assist are admit- 
tedly difficult to make. The Committee accepts the argument that if too many 
consultations are entertained, the selection process will be unworkable. At the 
same time, those involved in it should be seen to be free from bias and to be 
well-informed about the quality of performance to be expected from the 
applicants. 

The Committee considers it desirable to open up the selection process a 
little. While informal consultations certainly take place already, there will sure- 
ly be occasions when outside expertise from the professional arts community 
should be called upon formally to assist the Advisory Committee on Foreign 
Cultural Relations. 


89. The composition of the advisory committee designated to 
review applications from Canadian artists, performers and 
craftspeople seeking financial and administrative assistance 
to present their talent outside Canada should be expanded 
to include, when appropriate, knowledgable individuals from 
the professional creative arts community. 


There is also the question of what criteria are to be used in the selection pro- 
cess. In our Discussion Guide Speaking of Our Culture, we asked, “What 
cultural image of Canada should be projected abroad?” We received many 
suggestions in response to this question which helped focus our thoughts in 
preparing the following observations. They may also be of interest to provin- 
cial or private sponsors of Canadian touring artists. 

To begin with, selections should be tested against two basic questions. 
What will the chosen form of presentation tell people abroad about Canadian 
culture? And to what degree will the foreign experience enrich the artistic 
careers of the Canadian performers who travel abroad? 
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Ballet companies and other performing artists told us that touring out- 
side Canada is essential if they are to acquire and retain an international 
reputation. The Montreal Symphony Orchestra drew our attention to the fact 
that an international reputation serves to instil pride throughout the country 
and to develop support in the home community. Selection criteria should be 
designed to ensure that Canadians can be proud of those who receive federal 
assistance to perform or display their work before international audiences. 

Many intervenors advanced the view that groups which present 
material reflecting the ethnic and multicultural character of Canada should be 
assisted. Nor should it be forgotten that there is great interest abroad in the 
traditions and artistic activities of Canada’s indigenous peoples. Exhibitions of 
Inuit sculpture and prints have been successfully toured abroad for many 
years by the Department of External Affairs. More opportunities could now be 
given to Indian artists and performers as well. And as the Commissioner of Of- 
ficial Languages reminded us, having two official languages is a great 
asset — one that is perhaps undervalued in Canada. Selecting talent to tour 
abroad is made much easier expressly because we have artists who perform 
in English and in French. Our official languages offer exceptional access to the 
international community. 

The question of support for amateur groups traveling abroad was fre- 
quently mentioned by intervenors and requires some comment. Amateur 
groups usually find their own funding and make their own arrangements for 
tours abroad. In any event, they are not eligible for financial assistance from 
the Department of External Affairs, which accepts applications only from 
“professional artists who are Canadian citizens” or from ‘professional ensem- 
bles or companies who have achieved recognition and are based in Canada.” 

A case can be made for federal sponsorship of tours abroad by 
amateurs who have achieved a high standard of performance. ‘Full-time pro- 
fessionalism is not an inevitable touchstone of art,’”’ as one intervenor wrote, 
and amateur groups often make a people-to-people impact that professionals 
do not. The Committee considers that the overriding criterion in such instances 
must be the degree of excellence attained in the chosen field of performance. 
External Affairs should help groups that meet this criterion. Even if the finan- 
cial help that can be given to such groups is modest and only occasional, they 
should be encouraged to make their touring plans known to the International 
Cultural Relations Bureau, so that Canadian diplomatic posts abroad can be 
told they are coming. Canadian amateur groups might then sometimes be in- 
vited to perform at Canadian cultural centres abroad, thereby contributing to 
the variety of programs presented. 

Canadian content also figures among the criteria used by External Af- 
fairs in awarding grants. Canadian writers and visual artists meeting foreign 
audiences obviously have no problems with this criterion, but performing ar- 
tists do. It would be unrealistic to insist that groups performing abroad under 
federal government sponsorship be required to present programs entirely 
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made up of original Canadian material (music, choreography, and so on). 
However, External Affairs does give priority to applicants who propose to pre- 
sent “high quality Canadian works or productions which reflect Canada’s cur- 
rent arts scene.” It must be acknowledged that it is sometimes a gamble to 
take material to foreign audiences which have no frame of reference for such 
material. Sadly, some productions which have been successful in Canada have 
failed before foreign audiences for this very reason. 


90. Among the Canadian companies, groups or artists eligible to 
receive federal support for international tours and projects, 
the following should be given priority: 

Canadians who have received recognition in Canada and 
who will benefit materially and professionally by foreign 
experience; 

Professionals, in the broadest sense, meaning not only 
those whose principal employment is the pursuit of their art 
but also those who have demonstrated excellence in 
performance; 

Canadian artists and performers representing the cultural 
traditions of Canada’s Native peoples and ethnic com- 
munities who can introduce foreign audiences to their 
specialized art forms. 


Recruitment and Training of Personnel 
If Canada is committed to the concept of cultural cooperation and intends to 
give cultural relations equal status with economic, commercial and political 
policies, this should be reflected in the personnel practices of the Department 
of External Affairs. Positions in cultural affairs must be staffed with strongly 
motivated, highly qualified and well-trained people. Yet it was abundantly 
clear from the comments of intervenors that inadequacies in the numbers and 
training of staff assigned to this activity, particularly in posts abroad, were 
often the cause of their dissatisfaction. Given the limited budget and the 
minimum priority assigned to international cultural relations within External 
Affairs, it is remarkable that any specialization in this field has developed at 
all. No formal career stream for cultural affairs officers has existed, although 
there have always been foreign service officers who found this work to their 
liking when assigned to it. Some have consistently sought these assignments. 
Specialized cultural affairs jobs are mostly found at headquarters. The 
assignment of staff in missions abroad to carry out cultural affairs respon- 
sibilities is very haphazard. Full-time cultural affairs officers are attached to on- 
ly a few missions in major centres. The common practice is to assign a junior 
Canadian officer to supervise a locally engaged employee. Canada has been 
well served by its locally engaged employees abroad who in many cases have 
devoted their entire working lives to furthering Canadian interests. It cannot 
be denied, however, that such personnel start with a disadvantage which par- 
ticularly affects cultural promotion. 
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Canadian-based political affairs officers assigned to cultural affairs may 
devote a good portion of their time to this work if they are personally in- 
terested, but other duties will always compete for their attention. Often the of- 
ficers do not stay in the post long enough to develop or exploit effective col- 
laboration with the resident cultural community, the professional promoters or 
impresarios, or the scholarly community. As one intervenor told us, foreign 
service officers engaged in cultural activities have energy and enthusiasm. 
They may evidence goodwill but, because they lack expertise, they fail to 
understand the needs of Canadian performers and artists going abroad and 
are of little help in cultural marketing. 

The amount of attention paid to cultural affairs in missions abroad is 
ultimately a reflection of the degree to which the head of post believes this ac- 
tivity can support and extend the other Canadian interests promoted by the 
mission. If the head of post recognizes that cultural and academic affairs merit 
support, much can be accomplished. Even with limited resources, information 
can be collected and contacts made to help Canadian performers. 

The Committee is convinced that there must be a fundamental change in 
the approach to the recruitment and training of officers for the cultural affairs 
activities of External Affairs. The department has shown no reluctance to allow 
the development of specialization in economic and legal career streams within 
its organization. Since the recent amalgamation of international departmental 
services, specialized trade and immigration career officers have also been 
brought into External Affairs. It is now time that a cultural affairs career stream 
should be fully recognized and fostered. 

Competitions for positions in international cultural relations should ob- 
viously emphasize appropriate scholastic background and experience. It was 
suggested to the Committee that additional training might include an assign- 
ment, for a full posting period of one to two years, to either another federal 
cultural agency like the Canada Council or the National Arts Centre, or to the 
management side of one of the major artistic companies or even to the office 
of a Canadian artistic management organization. Officers coming back to 
Canada from a posting in cultural centres abroad would also benefit from such 
a home assignment. No academic background can provide the same degree of 
sensitization to the needs of the artistic community as a shared experience in 
cultural production management of this type. 


91. The Department of External Affairs should formally designate 
cultural affairs as a distinctive career stream within the 
foreign service and provide appropriate recruiting standards 
and training facilities to ensure its development and con- 
tinuation. 


Cultural Centres and the 20-Year Plan 

While facilities required to implement cultural policies abroad are not as im- 
portant as the people who run them, they must be available. From the Depart- 
ment of External Affairs brief and subsequent discussions, the Committee 
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learned that cultural activities will be extended according to a detailed 20-year 
plan. 

The cultural centres already established or designated for several cities 
abroad are of key importance to this plan. Such centres are associated with 
Canadian diplomatic missions but are not necessarily located within actual 
chancery or consulate premises. The centre in Paris established the prototype 
and has been in operation since 1969. Similar centres are now open in London 
and Brussels. In New York, the cultural affairs section of the Canadian 
Consulate-General opened a centre for contemporary Canadian art, the 49th 
Parallel Gallery, in 1981. Preparations to open a centre in Bonn and later in 
Mexico City are well advanced. When capital costs can be met, others will be 
set up in Los Angeles, Tokyo and Sydney and also in a South American capital. 

Each cultural centre will also be a training and resource centre to which 
officials assigned to cultural affairs duties in a geographically related group of 
Canadian missions can apply for assistance. Each centre is considered an 
“operational base” competent to serve Canadian interests in arts, letters, 
academic and cultural promotion. Ideally, each centre should also have the 
Capacity to carry out an appropriate academic role in support of Canada’s in- 
ternational educational responsibilities. This capacity has been provided in 
London but some other centres have yet to undertake these duties. 

The current director of the cultural centre in London has described the 
essential purpose of the cultural centre as it is conceived at present: ‘“‘We aim 
to maximize the cultural presence of Canadians in this country. We serve as 
facilitators and resource people. We provide information on all aspects of the 
arts in Canada. We seek to generate an atmosphere in which cultural ex- 
changes between Canada and Britain become increasingly possible.” 

Cultural centres abroad are guided by the objectives of headquarters, 
but local directors are given great freedom to select and arrange the annual 
calendar of events in their centre. However, they do not have very much to 
spend. The budget for all cultural activity in New York in 1982-83 is 
$120,000, while operating costs of the three European centres will total 
$560,000: $60,000 for Brussels, $200,000 for London and $300,000 for 
Paris. Each centre has a small staff of one or two Canadian officials assisted 
by locally engaged employees. 

The International Cultural Relations Bureau considers that these cen- 
tres can substantially improve the presentation of Canadian cultural pro- 
grams. It is anticipated that a stable audience will be built up over time at 
each location. Opportunities to perform or exhibit at these centres will be 
available to developing artists. The centres can also use some of their own 
financial resources to help Canadian touring companies put on additional 
performances while in the area. Programs organized by Canadian cultural 
centres can be linked to other Canadian promotions in trade, tourism and 
sports to generate a much greater total impact. How well cultural centres suc- 
ceed in improving both the content and style of their cultural programs will 
depend, of course, to a large extent on the sensitivity of their staff to the 
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needs of Canadian creative artists. The Department of External Affairs should 
be commended for its long-range plan to open and operate Canadian 
cultural centres abroad as operational bases from which to extend and im- 
prove the presentation of Canadian cultural activities in foreign countries. 


Intemational Cultural Exchanges 

Canada needs exchanges with other countries to widen its choices and 
stimulate its creativity, as the Canadian Commission for Unesco emphasized 
in its brief. In fact, Canada participates in many overlapping but complemen- 
tary cultural exchanges, both formal and informal. Formal bilateral cultural 
agreements have been negotiated between Canada and a number of coun- 
tries including Brazil, Italy, Belgium, France, Japan, Mexico and the Federal 
Republic of Germany. The themes covered are cooperation, friendly relations 
and development of understanding through cultural connections on a broad 
scale. Specific areas of activity are usually designated; these may include 
education, social affairs, youth, sport, film and artistic exchanges. In the case 
of the Soviet Union, cultural affairs are covered within a General Exchanges 
Agreement. Continuing but less formal consultation on cultural matters takes 
place at annual meetings with the United Kingdom, the Netherlands and 
China. In addition, Canada exchanges scholarships in specialized studies with 
several other countries. 

Bilateral exchanges open up opportunities for foreign experience and 
assure a measure of patronage by the host country. The Department of Exter- 
nal Affairs provides the financial support to carry out the bilateral cultural 
agreements it negotiates and organizes provincial participation in any joint 
consultations arising from them. The various sections of the Canada Council ar- 
range support for tours and exhibitions of foreign artists in Canada resulting 
from the agreements on behalf of External Affairs. The costs are met by that 
department. 

The External Affairs brief reminded us that at present “many other coun- 
tries are investing State-to-State relations with increasing importance.” The 
Committee has some _ reservations, however, about formal cultural 
agreements. These agreements should be recognized for what they 
are — essentially political documents. Precisely because they are structured, 
the cultural component is vulnerable to manipulation for political reasons. The 
Canadian artist wishing to perform or exhibit abroad should be assisted, not 
thwarted, by any cultural agreement negotiated by the Department of Exter- 
nal Affairs. 

The Committee supports one special case which would require some 
bilateral negotiation. The Inuit Tapirisat of Canada put before us their view that 
“federal policy should contribute to easier access by Canadian Inuit to the 
culture of their fellow Inuit in the circumpolar world and among one another 
within Canada.” There are approximately 100,000 Inuit in all, living in Canada, 
Alaska, Greenland and Siberia. The Inuit Tapirisat brief argued that: 
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“art, artifacts, handicrafts, broadcasts, films, foodstuffs, books, 
records, performances, videos and tapes from other Inuit, should, 
for the purposes of the Canadian north... not be treated as ‘foreign’... 
Without the free exchange of cultural materials between ail Inuit, 
the market will be so small that cultural development will be 
extremely difficult.” 


We believe that this is a reasonable request which merits further con- 
sideration. 


92. The Department of External Affairs and the Department of 
Indian and Northern Affairs should explore methods by 
which barriers preventing the free exchange of cultural 
materials between Canadian Inuit and their fellow Inuit in 
the circumpolar world may be removed. 


At both federal and provincial levels, there is much interest in pursuing 
the possibility for cultural and scholarly exchanges resulting from the fraternal 
connections Canada has with members of the Commonwealth and La Fran- 
cophonie. Various institutions organize official opportunities for multilateral 
cooperation in educational and cultural affairs (in addition to science, 
technology and sport). In addition, in both international associations, 
numerous nongovernment organizations have been formed to foster mutual 
interests and cooperation in specialized fields. Cultural and academic ex- 
changes within La Francophonie and the Commonwealth are particularly 
valuable to both Canada and the other member states, many of which are 
Third World countries. Exchanges arising from these close ties of friendship 
and common language should be sought out and supported by the Depart: 
ment of External Affairs and other relevant federal agencies. 

Another important multilateral forum through which Canadian cultural 
concerns can be expressed is Unesco, of which Canada is a founding member. 
The Department of External Affairs is responsible for official representation of 
Canada at the Paris headquarters of Unesco. The Canadian position on sub- 
jects debated there is coordinated within the International Cultural Relations 
Bureau, while Canadian support for Unesco’s development aid projects in 
Third World countries is channeled through the Canadian International 
Development Agency (CIDA). 

There is, however, another dimension to Unesco’s activities. The 
Massey-Lévesque Commission was asked to advise the government how 
Canada could contribute fully to that organization and receive full benefit from 
the association. As a result of the recommendations in the Massey-Lévesque 
Report the Canadian Commission for Unesco was established as a separate 
agency associated with the Canada Council, which provides secretariat and 
budget. The Commission is therefore another arm’s-length body, but beyond 
its internal organization, it has a membership of more than 100 nongovern- 
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ment organizations and individuals who share its varied concerns. Govern- 
ment departments have consultant status. The Commission describes itself in 
its brief as ‘‘an interdisciplinary liaison and advisory body capable of drawing 
in Canada on a vast network of expertise and human resources from public 
and private sectors.” The Commission can also draw on links with other na- 
tional commissions of the member states of Unesco. 

It seems to the Committee that the potential usefulness of the Canadian 
Commission for Unesco has not been fully exploited by either the Commission 
itself or the government agencies it has the capacity to assist. This is in part a 
result of the separation of the Social Sciences and Humanities Research Coun- 
cil from the Canada Council in 1978. The Commission remained an 
autonomous division of the Canada Council and liaison with the SSHRC has, as 
a consequence, diminished. This is regrettable. The Commission should seek to 
strengthen its direct contacts with all federal and provincial agencies in- 
terested in cultural policy. The Commission has the capacity to contribute to 
government programs in education, culture and research. It offers a forum 
where the interests of nongovernment organizations on these subjects and 
others can be explored. The Commission should be more persistent in making 
government agencies aware of its potential usefulness. We endorse the work 
of the Canadian Commission for Unesco and urge both federal and provincial 
governments to call upon it more often. 

The Commission’s brief supported the evidence put forward by many 
other intervenors that customs regulations, border regulations and tax 
liabilities enforced by many countries constitute a barrier to the unrestricted 
interchange of cultural products. We encourage the Canadian Commission for 
Unesco to continue to press, through its international contacts, for changes in 
regulations which impede international cultural activities. 

We learned from the Commission brief that Unesco has actively spon- 
sored ‘‘the compilation and coordination of research in cultural statistics and 
the development of cultural data banks.” The need for more and better 
research and data in the field of the arts was forcibly brought home to this 
Committee in its own work, and we therefore welcome this Unesco initiative. 

The Committee believes that Canada should foster exchanges particular- 
ly with countries of the Third World as part of our cultural policy. Cultural ex- 
changes are an essential dimension of the assistance channeled through the 
Canadian International Development Agency (CIDA) and the international aid 
organizations which Canada supports. We were reminded by the Unesco Com- 
mission that, unlike most of the countries of the industrially developed world, 
Canada has experienced many of the problems which Third World countries 
now face, such as 


“the problems of dealing with a pervasive and overwhelming foreign 
culture, of trying to develop a strong metropolitan culture without sac- 
rificing the hinterland, of guaranteeing the cultural integrity of Native 
peoples and other minority cultural groups.” 
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Third World countries know that Canada has dealt with many of these 
problems and has achieved high international standards in the arts and in 
mass communications within a very short time. The Commission’s brief 
argued that Canadian experience should be shared and suggested that a 
multilateral agency such as Unesco is a good instrument for this, both because 
of its international links and because of its links with the Canada Council. 
While the Committee agrees that cultural exchanges with Third World coun- 
tries could well be arranged through the Unesco Commission, direct bilateral 
arrangements should also continue and expand. 

Some federal cultural agencies have for many years shown an interest 
in Third World countries. Radio Canada International broadcasts to Africa, 
Latin America and the Caribbean. The National Film Board has frequently 
cooperated with the Canadian International Development Agency on projects. 
As we Said in Chapter 9, we see an expanded role for the NFB as a training 
and research institution for film production in which students from the Third 
World could participate. There is a long tradition of Canadian assistance in 
education carried out by CIDA, the Canadian University Service Overseas 
(CUSO) and its French-language counterpart (SUCO). We were told by the Cana- 
dian Crafts Council that “there is a demand for short-term technical assistance 
to the Third World in crafts and appropriate technology.” The Crafts Council is 
pursuing this with CIDA and other nongovernment organizations. Undoubted- 
ly other examples of fields for fruitful bilateral cultural aid could be cited. 

We have a strong conviction that cultural exchanges with Third World 
countries should be expanded. We entirely agree with the eloquent argument 
in the brief from the Université de Moncton which stressed the need to im- 
prove communications between Canada and the countries of the Third World 
in the interests of world peace and international justice. 

The Committee agrees that international cultural exchanges on both the 
bilateral and multilateral level are essential for the full development of Cana- 
dian cultural life. The Committee therefore encourages the initiatives of the 
Department of External Affairs in the negotiation of cultural agreements. 


93. Multilateral and bilateral cultural exchanges with countries 
of the Third World should be actively sought by all federal 
cultural agencies in cooperation with the Canadian Interna- 
tional Development Agency, the Department of External 
Affairs and the Canadian Commission for Unesco. 


94. The Canadian Commission for Unesco should strengthen its 
direct contacts with government agencies concerned with 
cultural policy. Additional resources should be allocated to 
permit this expansion of its activities. 
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Making Canada Known Abroad 

“Ignorance of Canada in other countries is very widespread,” wrote the 
Massey-Lévesque Commissioners. This condition has changed little in the en- 
suing 30 years. However, the National Film Board, Radio Canada International 
and the Department of External Affairs’ Bureau of Information and Academic 
Relations division are working to correct this situation. In addition, the pro- 
grams of the Canadian Commission for Unesco and academic and professional 
exchanges arranged by federal departments and agencies help to make 
Canada better understood abroad. 

From the time it was set up in 1939, a primary purpose of the National 
Film Board has been to illustrate Canadian life for foreign audiences and to in- 
crease international understanding through specialized subject coverage. Na- 
tional Film Board productions are distributed internationally through offices in 
London, Paris, Sydney, New York and Chicago. Copies of NFB and other Cana- 
dian films have been deposited in every Canadian diplomatic mission for local 
distribution. 

Radio Canada International is an organization that is little known within 
Canada. Of the federal agencies attempting to increase knowledge of Canadian 
life abroad, it undoubtedly has had great impact on foreign audiences. 
Although it is difficult to estimate the size of the audience reached by its 
signal, the service transmits daily shortwave broadcasts in 11 languages to 
audiences on four continents, and reaches still wider audiences through 
recorded programs on tape and disc, distributed to foreign radio stations. 

Radio Canada International is unusual among national shortwave 
broadcasting organizations in that it is not directly controlled by government. 
The Department of External Affairs proposes target areas and languages, while 
RCI is entirely responsible for the editorial content and programming of the 
175 hours it broadcasts every week. It receives its funds from Canadian Broad- 
casting Corporation appropriations, justifying its budget requirements in 
broadcasting terms. 


95. It is imperative that the editorial independence of Radio 
Canada International be maintained in any new financial 
arrangements that may arise from changes in the operation 
of the Canadian Broadcasting Corporation. 


For 40 years, Radio Canada International has proven itself to be an effec- 
tive instrument for increasing understanding and knowledge of Canada in 
many parts of the world. The range of its broadcasts is, however, limited by 
the capacity of its transmitter at Sackville, New Brunswick. It can direct broad- 
casts only to those countries within reach of that signal — that is, mainly in 
Europe, Africa and Latin America. At present, RCI is giving no serious con- 
sideration to extending its coverage by installing additional facilities for short- 
wave transmission to Asia and the Pacific. It is surely time for the organization 
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to expand its activities in this direction, using existing commercial facilities in 
Western Canada to start with and taking advantage of advances in com- 
munications technology for new permanent installations when practical. 


96. Radio Canada International should extend shortwave broad- 
casts as soon as possible to countries in the Pacific and Asia 
through transmission facilities in Western Canada. 


The Bureau of Information of the Department of External Affairs is 
engaged in communication activities to elucidate Canadian foreign policy ob- 
jectives. To counteract the misconceptions about Canada conveyed by the 
popular press, television and radio in other countries, the External Information 
division of this bureau uses films, exhibits, speeches, seminars and publica- 
tions, and sponsors tours of Canada by foreign journalists. A modest cultural 
program which allows missions abroad to make book presentations and, on 
occasion, to invite Canadian performers to contribute to the celebration or pro- 
motion of a special event, is also part of this essentially political public affairs 
activity. 

The Academic Relations division of External Affairs also promotes 
knowledge of Canada. The department was very slow to recognize that infor- 
mation and public affairs activities should be supplemented by programs em- 
phasizing Canadian scholarship. As recently as 1969, the Times Literary Sup- 
plement could truthfully declare, “Canada has done little, especially externally, 
to eradicate its traditional reputation for philistinism.” The public relations 
orientation of the department’s external information activities was docu- 
mented in a report released in March 1976 (To Know Ourselves, Report of the 
Commission on Canadian Studies, prepared for the Association of Universities 
and Colleges of Canada). This report recommended increased encouragement 
and support for a Canadian Studies program abroad as a crucial new element 
in future activities. 

In 1975, following consultation with the Commission on Canadian 
Studies, but before its report appeared, the Department of External Affairs 
established a formal Academic Relations division with responsibility for the 
development of Canadian Studies programs in selected foreign countries. This 
division is now a part of the Bureau of International Cultural Relations. 

The division’s Canadian Studies program aims to inject some Canadian 
content into the education systems of selected countries. Research and 
publications are commissioned and financial encouragement is given for 
teaching, faculty enrichment and curriculum development. Some printed 
materials about Canada are made available for distribution and some scholar- 
ships are awarded. In addition, Canadian Studies Associations on the 
academic level in several countries have been encouraged and given a limited 
degree of financial support, and a program for visiting foreign professors 
brings scholars from abroad for short-term teaching assignments in Canada. 
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While funds allocated for this purpose have not been generous, money 
from the Canadian government has led to the introduction of Canadian Studies 
programs in the United Kingdom, the United States, France, the Federal 
Republic of Germany, Japan, Italy, Belgium, Australia and Ireland. Approx- 
imately 400 universities in these countries now offer courses on Canada to an 
estimated enrolment of 20,000 students. Cultural agreements with a number 
of other countries provide for academic and scholarship exchanges. Acting on 
one of the recommendations of the report To Know Ourselves, the department 
in 1978 formed an advisory committee for Academic Relations composed of 
Canadian university faculty members to give the division guidance on 
academic but not administrative matters. 

At present over 50 per cent of the Academic Relations division budget is 
spent in Europe, including Britain, while about 11 per cent is spent in the 
United States. The overwhelming importance of our relations with the United 
States strongly suggests to us that a program which aims at increasing 
knowledge of Canada among future American decision-makers merits ex- 
traordinary effort and should be supported accordingly. 

Although the programs are new and assessment is therefore difficult, 
the Committee has concluded that the programs of the Academic Relations 
division are not only undervalued but also inadequately funded. Working 
through schools and universities to extend understanding of Canada in other 
countries is admittedly a long-term proposition, but it is an important and worth- 
while endeavour. Canadians traveling abroad for artistic, academic and 
business reasons are likely to be more successful in foreign countries if Canada 
is known to be a country rich in human as well as material resources. 

This has not yet been adequately recognized in the Department of Exter- 
nal Affairs, even though over the relatively brief life of this program a good 
beginning has been made with limited resources by a few dedicated officials. 
Cooperation with nongovernment organizations such as the Canadian Med- 
iterranean Institute and the Shastri Indo-Canadian Institute in the field of Cana- 
dian scholarship has already been fruitful. Contacts of this kind should be 
sought out and supported. The potential reward in terms of increasing aware- 
ness of Canada abroad is enormous. 


97. The extension of knowledge of Canada in other countries is 
a fundamental element in federal cultural policy. The Depart- 
ment of External Affairs should therefore assign additional 
specialized staff and increased financial resources to the 
Academic Relations division to permit the development of 
innovative Canadian Studies programs in new geographic 
areas as well as to strengthen Canadian Studies programs 
now in place. 
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Promoting and Marketing Abroad 

It was primarily with an eye to the marketplace that visual artists broached 
the matter of international relations with us during our hearings. The Canadian 
Book Publishers’ Council told us, “There should be no adversary position be- 
tween culture and commerce. Our culture is a salable commodity.” We receiv- 
ed a similar message from record companies, filmmakers, craftsworkers and 
the whole range of performing artists. 

In fact, federal agencies now have a wide range of programs to promote 
Canadian talent abroad. Two departments of the federal government assist 
Canadian publishers to market books by subsidizing attendance at interna- 
tional book fairs. Popular recording artists are assisted by Radio Canada Inter- 
national, which distributes the winning records from the Juno and Félix com- 
petitions held by the English- and French-language associations within the 
Canadian recording industry to 2,000 radio stations abroad. As a result of col- 
laboration between Radio Canada International and Canadian consulates in 
the United States, several educational and public radio stations have carried 
recorded programs by Canadian popular artists. Canadian Broadcasting Cor- 
poration representatives promote sales of CBC television productions to other 
countries. Canadian films are promoted by two federal agencies, the National 
Film Board and the Film Festivals Bureau of the Department of Communica- 
tions. The Film Festivals Bureau not only gives grants to assist Canadian films 
to compete but also organizes press and marketing offices at film festivals to 
promote them. A joint information and public relations operation has been 
undertaken, involving the National Film Board, the Canadian Film Develop- 
ment Corporation and the Department of Communications. Under the name 
“Film Canada” it presents a unified promotion and information approach at in- 
ternational film markets. In the United States, a successful start was made in 
Los Angeles in March 1982. 

Canadian performing and visual artists who receive assistance from the 
Canada Council tour or exhibit extensively in the United States — a market that 
both the Council and Canadian artists consider to be a natural and vital exten- 
sion of the Canadian market. The Canada Council also contributes both money 
and expertise for infrequent extraordinary exhibitions of Canadian art abroad, 
such as the one mounted jointly by Canada and West Germany at the 
Akademie der Kiinste in Berlin in 1982-83. 

The work of the Cultural Affairs — Arts Promotion division of the Interna- 
tional Cultural Relations Bureau is entirely directed toward promotion of Cana- 
dian talent abroad. It is guided by objectives approved by cabinet in 1974 
which state that its activities should “reflect internationally the growing 
creativity and scope of Canadian culture and... promote as an extension of 
domestic cultural policy, the export of Canadian cultural manifestations 
abroad.” The objectives further state that the division should, in association 
with the Academic Relations division, “improve professional opportunities 
abroad for Canadian artists and scholars.” 

The grants which External Affairs awards to Canadian performing and 
visual artists and to Canadian writers to tour abroad reflect these promotion 
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objectives. In the assessment of applications for assistance, External Affairs 
gives priority to proposed tours which are of ‘“‘at least two weeks’ duration and 
part of a sustained effort to create permanent circuits for Canadian artists in 
specific areas; which have commitments from recognized and reliable spon- 
sors who will guarantee reasonable revenue in relationship to the local 
market”; and which are “organized by professional Canadian agents or tour 
coordinators.” 

Other promotion grants have brought European impresarios to Canada 
to see Canadian productions and sent Canadian impresarios to professional 
conferences where they could negotiate contracts for their clients, or enabled 
them to travel abroad to evaluate possibilities for future tours. 

Radio Canada International is doing its part to promote Canadian per- 
formers. Working with both the Department of External Affairs and, more 
recently, directly with Canadian artists’ representatives, RCI will announce 
tours by Canadians in its regular shortwave broadcasts to the countries where 
they are to perform. Audiences in these countries will also be reached through 
the distribution of recordings made by the artists, and through broadcast in- 
terviews recorded by the artists for RCI before they leave Canada on tour. 

The potential of this program in terms of promotion and publicity is 
substantial. It depends for its realization, however, on timely, accurate infor- 
mation. This free service to Canadian artists opens up opportunities for au- 
dience development considerably. The Committee commends this initiative 
and joins Radio Canada International in its hope that good use will be made of 
it by artists and their managers. 

While this is not an inclusive list of federal activities directed toward the 
promotion and marketing of Canadian talent and Canadian cultural products, 
it does demonstrate that there are programs in place to do this job. However, 
the Committee was repeatedly told that much more is required. 

Much of the unhappiness felt by Canadian artists with the efforts made 
on their behalf abroad can, it seems to us, be traced to misunderstandings 
about what can reasonably be expected from External Affairs posts abroad. 
Canadian officials can make appointments and introductions, but further ar- 
rangements must be made by professional managers whose business it is to 
understand the product and gauge the capacity of the local market to accept 
it. This is true both for promotion of performing artists and for marketing of the 
work of visual artists and craftspeople. 

The role External Affairs assumes is that of facilitator, an appropriate 
role in our view and one that the department could more often assume. In 
foreign capitals, for example, External Affairs could extend contracts to local 
impresarios to work with the management of Canadian companies throughout 
their tours, or could enter into contracts for services from local art market 
specialists to organize Canadian exhibitions. 

The department should also encourage officials responsible for trade 
promotion in posts abroad to direct their considerable expertise toward the 
marketing of cultural products. Operating in 91 different foreign posts, trade 
commissioners are trained to identify opportunities and to assist Canadian 
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businessmen to take advantage of them. There is no reason why they should 
not assist in the marketing of Canadian cultural products. The possibilities for 
collaboration between cultural affairs and trade promotion should be improv- 
ed by the fact that trade development has been housed directly within the ad- 
ministration of the Department of External Affairs since January 1982. Cana- 
dian private sector business interests and Canadian performing artists could 
collaborate much more often than they do. This is not an untried idea by any 
means. Some major trade promotions have included a cultural component, 
and for years some Canadian companies have generously assisted Canadian 
performers to tour abroad. 

Cultural promotion abroad requires not only specialized knowledge of 
Canadian artistic accomplishments but also sensitivity to foreign political and 
cultural environments, as the Department of External Affairs reminded us. The 
successful promotion of Canadian cultural activities in foreign markets de- 
mands the support and active involvement of experienced officers of that 
department at home and abroad and also the combined energies and per- 
spectives of specialists, drawn from Canada’s top creative, administrative and 
entrepreneurial talent. Recognition of the requirements is only part of the solu- 
tion. In the interests of the Canadian artists seeking international sales and re- 
cognition, we urge the Department of External Affairs to follow its own good 
advice with all possible speed. 


98. The Bureau of International Cultural Relations of the Depart- 
ment of External Affairs should involve itself more actively in 
the promotion of Canadian artists in other countries. In doing 
so, it should take full advantage of the expertise that exists 
in the International Trade divisions of the department and 
that is available on contract from professional arts managers 
in Canada and abroad. It should seek the active cooperation 
of interested private sector corporations in the promotion of 
cultural activities in those countries where such collaboration 
is likely to advance both trade and cultural objectives. 


A New Direction for International Cultural Relations 


The Canadian cultural community judges the motives of the Department of Ex- 
ternal Affairs correctly when it asserts that cultural cooperation with other 
countries helps to create favourable conditions for the achievement of Can- 
ada’s foreign policy objectives. Funding from the External Affairs “envelope” 
to support the work of the Bureau of International Cultural Relations 
is currently justified on these terms. 

Certain conditions must be met by those who apply for assistance from 
External Affairs to tour internationally. Proposals will be considered from pro- 
fessional companies, groups and artists based in Canada who are Canadian 
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citizens and “‘have achieved recognition.” Priority will be given to tours which 
will “professionally enrich the individual or company and bring it greater inter- 
national recognition.” This implies a commitment by External Affairs to the ad- 
vancement of Canadian creative artists which the cultural community ap- 
parently finds inadequate. 

The Department of External Affairs was the focus of a good deal of 
adverse comment in briefs sent to us. Some of this comment is attributable to 
current restraints on federal spending. While the department’s financial com- 
mitment to international cultural relations has been firmly maintained, the 
costs of international touring have soared. The National Ballet of Canada, for 
instance, told us that they could not tour outside North America “without the 
continuing support of the federal government through the Department of Ex- 
ternal Affairs. Unfortunately, the amount of financial support given us, 
however generous it may appear in absolute terms, has not increased in the 
last nine years. Costs of such international tours have tripled in that same 
period.” If fixed administrative and personnel costs are excluded, funds 
available to the International Cultural Relations Bureau for programs and 
grants have been held to just over $7 million since the mid-1970s. This has 
meant that many legitimate requests for assistance have not been met, that 
extended tours by major companies have been reduced and that younger ar- 
tists and companies must wait their turn to tour. 

Another point of criticism was that the artistic community is not re- 
presented on the advisory committee which reviews applications for assis- 
tance in touring and other international cultural activities. Without such re- 
presentation, it is perhaps inevitable that many of the selections made by Ex- 
ternal Affairs on the advice of the advisory committee should be considered ill- 
advised by those outside the selection process. 

There are strong and legitimate aspirations within the Canadian cultural 
community which are not being adequately assisted by the present External 
Affairs grants system. Canadian writers, artists, craftsworkers and scholars 
need to test themselves and their creations before international audiences in 
order to develop and to widen the demand for their work. They need interna- 
tional experience to advance their careers artistically and financially. The work 
of making Canada better known abroad in order to further cultural objectives 
is not easy. International audiences, for the most part, have a plethora of 
cultural diversions and interests from which to choose. They give their support 
and thereby accord stardom to only a few outstanding artists in any field. 
When international approval is given to a Canadian artist it is a source of 
gratification not only to the artist but to audiences at home as well. The 
Department of External Affairs has not convinced either the Canadian cultural 
community or the Committee that it fully recognizes these national implica- 
tions of its essential role as the federal agency responsible for the introduction 
of Canadian creative artists to international audiences. 
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99. Although federal funding for the presentation of Canadian 
cultural activities in other countries has some relevance for 
the achievement of diplomatic and trade objectives, substan- 
tially increased expenditures would be justified for reasons 
relating to the professional development of artists, to the 
opportunity to increase their financial rewards and to the pride 
of all Canadians in their achievements. 


Proposal for an Intemational Cultural Relations Agency 

At present, no organization other than the Department of External Affairs has 
appropriate funding to channel support to Canadians wishing to develop an 
international audience for their work. Yet the Canadian cultural community is 
evidently of the opinion that its interests are not being met by a department 
whose primary responsibilities are diplomatic and political, and not cultural. A 
number of intervenors proposed that an entirely new agency should be set up 
to promote Canadian talent abroad. The British Council, the Goethe Institute 
and the Alliance francaise were all held up as models for a federal interna- 
tional cultural affairs agency independent of the Department of External Af- 
fairs. Soeaking from their own arm’s-length positions, both the Canada Council 
and the National Arts Centre proposed such an agency in their briefs. The NAC 
went so far as to suggest an organizational structure, a name (the Canadian 
Arts Promotion Organization) and even an acronym (CAPO). This proposal en- 
visaged CAPO as “a government organization staffed with experienced 
members of the arts community and interrelating with the Department of Ex- 
ternal Affairs.” Some form of shared responsibility was also favoured by other 
intervenors with extensive experience of provincial and federal assistance to 
the arts. 

In considering how an accommodation between the desires of the 
cultural community for more international exposure and the political respon- 
sibilities of the Department of External Affairs could be made, the Committee 
was conscious of the fact that other federal agencies already have the 
statutory authority to take on an expanded role in the promotion of Canadian 
talent and scholarship in other countries if they choose to do so. This is true 
particularly of the Canada Council, the National Arts Centre and the Social 
Sciences and Humanities Research Council. We were urged by several in- 
tervenors to consider expanding the activities of the Canada Council Touring 
Office into the international field. Indeed, the Chairman of the Canada Council 
stated in his 24th Annual Report, 1980-81, that the Council hopes to provide 
grants for international touring as soon as funds permit. 

The brief from the Department of External Affairs forecast that 
arguments in favour of an alternative agency for international cultural rela- 
tions would be made by other intervenors and discounted them. However, if 
the following paragraph is a true reflection of departmental views, External Af- 
fairs apparently sensed that the legitimate aspirations of the Canadian cultural 
community might be more satisfactorily combined with the foreign policy 
priorities of the department. 
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“Canada’s cultural relations with other countries have assumed in- 
creasing importance for its citizens. The need for a global external 
cultural policy — one that establishes principles, identifies priorities 
and integrates plans of action -is more and more apparent. So 

also is the need for a much more dynamic approach to cultural 
diplomacy in an increasingly competitive international environment.” 


The Committee has, however, come to the conclusion that the Bureau of 
International Cultural Relations is too restricted by the fact that it is part of the 
Department of External Affairs to be able to execute the “global external 
cultural policy” described as ideal in the quotation above. Both cultural affairs 
and academic relations programs were for a long time overshadowed by the 
larger, more directly foreign-policy-oriented, Information programs. Since these 
activities were removed from an overriding Public Affairs Bureau and placed 
within a Bureau of International Cultural Relations, they have had status in 
name but have not been given a significant increase in appropriations or been 
assigned additional trained cultural affairs officers. Nor are academic relations 
accorded the same prestige as cultural affairs within the bureau. 

Cultural cooperation has been accepted world wide as an element in 
diplomatic relations. Many countries will discuss arrangements for cultural 
presentations or scholarly exchanges only on a state-to-state basis, because all 
their cultural activities are controlled by the state. On the operational level, cer- 
tain aspects of presentation of Canadian talent abroad and the extension of 
Canadian Studies will always require the cooperation and assistance of of- 
ficials in Canadian missions abroad. It was consequently apparent to us that 
for any agency responsible for Canada’s international cultural relations an 
association with the Department of External Affairs is not only unavoidable 
but genuinely desirable. 

We therefore agree that international cultural relations activity should 
be administered outside the Department of External Affairs but should remain 
under the ministerial direction of the Secretary of State for External Affairs. It 
should be strengthened and given an identity of its own, able to respond to 
the calls made upon it by its minister to act as the Canadian coordinator for 
cultural cooperation with other countries. It must also be able to respond to 
the needs of Canadian artists and scholars to present their work before inter- 
national audiences. We suggest that this agency might be called the Canadian 
International Cultural Relations Agency. We consider it important that the chief 
executive officer of this agency have a rank equal to that of a deputy minister. 
In making appointments to this prestigious position it should be remembered 
that the incumbent will represent Canadian cultural and academic interests in- 
ternationally. This new agency should have a clearly defined mandate, but a 
mandate alone is not enough. We consider it essential to retain the confidence 
of the cultural community in Canada. We therefore propose that an advisory 
board, representative of those cultural and academic interests to be served by 
this agency, be appointed to guide it. At the same time, the two existing ad- 
visory committees should be retained and strengthened, as we have already 
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suggested above. These two committees provide specialized advice on ap- 
plications and suggested extensions of academic relations programs. Direct 
and useful liaison with other federal cultural agencies and with the academic 
community is thereby maintained. 

Not all the components of the present Bureau of International Cultural 
Relations would necessarily move to the new agency. To pursue the objectives 
we see as its responsibility, the Cultural Affairs - Arts Promotion division, the 
Academic Relations division and the Programmes and Cultural Agreements 
section should become the core functions. It would seem appropriate, 
however, for the Historical division and the Multilateral Relations and Sports 
division, which have a stronger attachment to foreign policy objectives, to re- 
main within the formal departmental organization. 

In April 1982, a task force under a former Public Service Commissioner 
was created to survey the international activities of all government depart- 
ments and agencies, as part of the implementation of the reorganization and 
integration of the foreign policy and the international trade sectors announced 
in January 1982. This task force will, we assume, identify units within other 
departments and agencies directly concerned with international cultural af- 
fairs which might possibly be added to the proposed Canadian International 
Cultural Relations Agency. The Committee has already recommended that the 
distribution offices of the National Film Board be more closely associated with 
the cultural centres abroad, that the new marketing organization recommend- 
ed in Chapter 3 assist in the promotion of Canadian cultural products interna- 
tionally, and that the function of the National Museums of Canada interna- 
tional office be included as one of the activities of the Canadian International 
Cultural Relations Agency. 

The authority which the Canada Council has to sponsor international 
tours is not, in our opinion, incompatible with the mandate we propose for the 
new Canadian International Cultural Relations Agency. Arrangements for 
cooperation with the Canada Council would continue and indeed should be 
strengthened by the new agency. Both agencies should be able to assist Cana- 
dian creative artists to take advantage, in particular, of the immense U.S. au- 
dience so easily reached from Canada. 

The Committee has considered the relationship of the Canadian Commis- 
sion for Unesco to the new agency. In our view the Commission should for the 
time being retain its independent status within the arm’s-length administra- 
tion of the Canada Council. It was established to act as a national commission 
of a United Nations body working entirely with governments at both levels as 
well as with nongovernment organizations in Canada. We suggest, however, 
that the Canadian Commission for Unesco might be more appropriately 
associated with the Canadian International Cultural Relations Agency once it is 
established and has demonstrated that it too is an arm’s-length agency. 

In recommending an independent agency, the Committee wishes to 
stress that the new body should maintain close and harmonious relations with 
the Department of External Affairs, in particular with the Information Bureau 
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and with divisions in the International Trade area. Those cultural centres 
already planned or in existence would naturally fall under the supervision of 
the new associate agency. However, it is reasonable to expect that in smaller 
missions abroad, foreign service officers would represent the interests of the 
Canadian International Cultural Relations Agency in the same way they now 
represent the Canadian International Development Agency in posts where no 
CIDA officer is attached. The head of post should consider international cultural 
relations as much a part of the job as aid, trade and immigration, each of 
which have program and reporting responsibilities to specialized divisions at 
headquarters, both inside and outside the actual departmental structure. This 
should be reflected in the annual appraisals of performance of both the head 
of post and any officer on the staff responsible for cultural affairs. The Cana- 
dian International Cultural Relations Agency would benefit from participation 
in the department’s annual assessment of accomplishment and future objec- 
tives for each country where Canada has representation (called the ‘“‘country 
program” review) and should be invited to so participate. 

The advantages of giving international cultural relations this new but 
associated status would, we believe, be substantial. The new arrangement 
would afford officers greater freedom to develop a distinctive career path in in- 
ternational cultural affairs. It would also extend consultation and coordination 
among provincial governments and the Canadian cultural community involv- 
ed in supporting cultural activities overseas. Close liaison with the other 
federal cultural organizations would continue. 


100. The Cultural Affairs —- Arts Promotion division and the 
Academic Relations division of the Bureau of International 
Cultural Affairs should be separated from the Department of 
External Affairs and given independent status as the Canadian 
International Cultural Relations Agency, reporting directly to 
the Secretary of State for Extemal Affairs. 


101. The proposed independent but associated agency of the 
Department of External Affairs, the Canadian International 
Cultural Relations Agency, should be directed by a chief 
executive officer with the rank of deputy minister, guided by 
an advisory board drawn from the Canadian cultural and 
academic community. It should be given adequate resources 
in dollars and person years to permit it to represent effective- 
ly not only the diplomatic interests of the Secretary of State 
for External Affairs but also the interests of Canadian artists 
and scholars seeking to present their work in other countries. 


The Committee makes these recommendations in the conviction that the 
interests of both the federal government and the Canadian cultural and 
academic community will be better served by a new approach to international 
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cultural relations. Cultural relations with other countries must do more than 
merely support Canada’s foreign policy objectives. Our cultural attainments as 
well as our trade and economic capacity should be recognized by as much of 
the world as possible. To achieve this, Canadian creative artists must be given 
the opportunity to demonstrate that they can attract and sustain the approval 
of audiences anywhere. 
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Recommendations 


The page number on the right refers to the location of the recommendation in 
the text. 


Chapter 2 — Government and Culture 


i 


The status of federal cultural agencies should be defined in a 
new Cultural Agencies Act, in recognition of the fact that gov- 
ernment activity in culture and the arts is subject to special 
considerations requiring a distinctive measure of auto- 

nomy. The provisions of this statute should prevail wherever 
they may conflict with those of the Financial Administration 
Act or the proposed Government Organization Act. 


To the extent that the functions of cultural agencies and 
offices require the exercise of impartial, critical judgment in 
the support of cultural activity, they should be exempt from 
political direction in the form of ministerial directives of either 
a general or specific nature. 


Freedom from ministerial and central government agency 
direction in financial and personnel administration should be 
granted to all cultural agencies which, under their mandates, 
exercise a high degree of responsibility for the economy, effi- 
ciency and effectiveness of the operations they direct - 
namely, the National Film Board, Canadian Film Development 
Corporation, Social Sciences and Humanities Research Council 
and the proposed Canadian Heritage Council — in the same 
manner as is now granted to the Canada Council, the National 
Arts Centre and the Canadian Broadcasting Corporation. 
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Recommendations 


In recognition of the accountability of cultural agencies to 
Parliament and the Canadian public for the interpretation 

and execution of their respective mandates, each agency must 
develop appropriate measures for the disclosure of its plans 
and performance, including the preparation and publication 
each year of a corporate plan and an annual report which, 

in their form and content, will stimulate public interest and 
permit informed judgments. 


Appointments to the boards of directors of cultural agencies 
should be made with an overriding concern for the appoin- 
tees’ experience in the fields of concern of the agency and 
their demonstrated broad-ranging interest in cultural matters. 
Attention should also be paid to ensuring that the boards as 
a whole are generally representative of Canadian society. 


Chairmen of boards of cultural agencies should be appointed 
be the Governor in Council, after consultation with the board, 
to ensure an effective working link with the government and 
Parliament. Chief executive officers should be appointed by 
agency boards, or at the very least appointed on their recom- 
mendation, as witness to the responsibility of the boards for 
agency care and management. 


The Government of Canada should include in the portfolio of 
the minister responsible for the cultural agencies a mandate to 
act as a central reference point in cabinet for cultural matters — 
in effect, an advocate before government on behalf of the arts 
and culture community. This mandate would leave with 
cultural agencies and other departments — particularly the 
Department of the Secretary of State — the responsibility for 
developing cultural policies and programs within their res- 
pective areas of concern. 


A primary function of the federal department housing the Arts 
and Culture Branch is to assist in providing the environment 
in which cultural life may flourish and the cultural agencies 
may best achieve their purposes. In the course of advising 

the minister on broad cultural policy directions, departmental 
officials should pursue this primary function by fostering com- 
munication and consultation, providing an accurate knowledge 
base for cultural activities, and assisting artists and cultural 
groups to make the fullest use of appropriate technologies. 


41 


44 


45 


48 


52 


Recommendations 


The federal government should regard the Canada Council as 
a primary instrument of support to the arts. Accordingly, it 
should augment the Council’s annual parliamentary appropria- 
tion, having regard for the real, as distinct from the nominal, 
value of the Council’s grants and sustaining support and for 
the consequences that will follow if the real value of that sup- 
port is allowed to diminish. Parliamentary appropriations must 
be of a magnitude that will permit new initiatives, both inside 
and outside the Council’s current areas of support, to be 
developed and sustained. 


Chapter 3 — Marshalling Resources 
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The Department of Communications, in consultation with the 
Federal Business Development Bank, should promote the use 
by cultural enterprises of the financial and managerial services 
of the Bank and consider, jointly with such cultural agencies 
as the Canada Council and the Canadian Film Development 
Corporation, how the needs of the Bank for expertise and risk- 
sharing in respect of cultural activities might be met. 


In view of the distinctive merits of voucher schemes for sub- 
sidizing public attendance at cultural events and purchase of 
cultural products, the federal government and its agencies 
should include such measures in their programs of cultural 
support. 


Tax provisions respecting the employment status of artists 
and such matters as the calculation of their costs against in- 
come, the valuation of works given for public use and enjoy- 
ment, and their entitlement to income averaging must afford 
equitable treatment in comparison with those applicable to 
other classes of taxpayers. 


Public funds for the support of cultural activity should as a 
general rule be financed from general revenues. The earmark- 
ing of revenues from a specified source for a specified use 
should be employed only when there is a close correlation 
between the incidence of the financial burdens imposed and 
the distribution of benefits, and its adoption as a means of 
cross-subsidization should be avoided. 


The federal government should assume a leading role in 
fostering the creation of a nongovernment organization 
designed primarily to devise initiatives and provide impetus 
in the marketing and promotion of Canadian arts. 
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Chapter 4 — Heritage 
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The Government of Canada should establish an arm’s-length 
agency to be known as the Canadian Heritage Council, to be 
a visible champion of heritage interests in Canada, recognizing 
the importance and particular characteristics of those inter- 
ests, to promote heritage arts and sciences and to support 
heritage institutions. 


The National Museums of Canada, guided by its Board of 
Trustees, should retain supervisory responsibility for the four 
existing and any proposed federal heritage custodial institu- 
tions in the National Capital Region or elsewhere. It should, 
however, relinquish to the proposed Canadian Heritage Council 
responsibility for the various categories of grants and assis- 
tance now given to nonprofit museums throughout Canada 
under the Museum Assistance Programmes, for the continu- 
ation of the National Inventory of the cultural heritage, and for 
the Canadian Conservation Institute — all of which are at present 
administered and funded by the National Museums of Canada 
as part of the National Programmes. 


Existing federal legislation relating to the designation of his- 
toric sites should be strengthened to compel heritage impact 
studies to be carried out and reviewed before any such site 
is sold, developed or in any way altered from its present use. 


The Department of Indian and Northern Affairs, as the federal 
department which administers the Northwest Territories, 
should review the existing Northwest Territories Archaeological 
Sites Regulations with the Archaeological Survey of Canada 
and the National Historic Parks and Sites Branch. It should 
proceed at once to develop a comprehensive heritage preser- 
vation act which clearly states the responsibilities and obliga- 
tions of government, industry, special interest groups and in- 
dividuals for the prehistoric and historic archaeological 
resources of the Northwest Territories, and gives recognition to 
the interests of Canadians in the Northwest Territories to re- 
tain such materials in the context in which they were found 
whenever possible. 
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Recommendations 


The annual sum appropriated for grants made by the Cana- 
dian Cultural Property Export Review Board should properly 
reflect the unpredictable and high prices of the international 
art market. Unspent balances from this appropriation should 
be carried forward to succeeding fiscal years and the Cultural 
Property Export and Import Act should be amended to pro- 
vide authority to do this. 


The Canadian Cultural Property Export Review Board should, 
while retaining its independent status, be associated for ad- 

ministrative purposes with the proposed Canadian Heritage 

Council. 


In recognition of the fact that conservation is a vital national 
aspect of heritage, the proposed Canadian Heritage Council 
should give special consideration to requests for grants which 
will ensure that every region of Canada has access to regional 
conservation facilities. The Canadian Conservation Institute 
should report directly to the Canadian Heritage Council and 
receive its funding from appropriations made to the Canadian 
Heritage Council. The Canadian Conservation Institute should 
give priority to research into new conservation techniques, the 
results of which it should share with all Canadian heritage 
institutions. 


The National Inventory program and the Canadian Inventory 
of Historic Buildings should be completed as soon as possible 
to facilitate collections management, exhibition planning, 
research and education activities based on heritage collections 
throughout Canada. The proposed Canadian Heritage Council 
should assume continuing responsibility for the National Inven- 
tory program and the Canadian Inventory of Historic Buildings. 


The proposed Canadian Heritage Council should encourage 
and support the dissemination of heritage materials 
throughout Canada, and in order to do so should assume 
from the National Museums of Canada direct responsibility for 
grants now given under the Museum Assistance Programmes. 
To facilitate access to nonmovable heritage, the proposed 
Canadian Heritage Council should cooperate with the National 
Historic Parks and Sites Branch of Parks Canada, and with the 
Heritage Canada Foundation, and should assist activities of the 
Heritage Canada Foundation financially if requested. 
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Recommendations 


The proposed Canadian Heritage Council should support in- 
itiatives to develop training programs in professional heritage 
management. 


Encouraging volunteers in heritage organizations by offering 
them special training is money well spent, and grants for the 
purpose of training volunteers should now be made through 
the Museum Assistance Programmes of the National Museums 
of Canada and, ultimately, by the proposed Canadian Heritage 
Council. In addition, recognized national heritage service 
associations should be eligible for financial assistance toward 
the cost of annual meetings and publications. 


Suitable buildings should be provided for the National 
Museum of Science and Technology, the National Museum of 
Natural Sciences, the Public Archives of Canada and the Na- 
tional Library of Canada as soon as possible, in line with the 
accommodation priorities established by these institutions for 
the heritage collections for which they are responsible. 


There should be increased federal assistance to smaller 
heritage institutions, including the National Exhibition Centres. 
Other levels of government, interested individuals and cor- 
porate sponsors should consider commensurate increases in 
support. 


The Board of Trustees of the National Museums of Canada 
should be given full responsibility for the operation of existing 
and future national heritage institutions in the National Capital 
Region or elsewhere, for staffing those institutions and for 
negotiating acquisitions for its various collections from a non- 
lapsing account to which annual appropriations for this pur- 
pose are made. 


The Public Archives Act should be revised, following consulta- 
tions with provincial and private sector archivists, to reflect 
national needs of archival institutions throughout Canada. 
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Recommendations 


A National Archival Records Commission, to be responsible for 
the coordination and encouragement of programs devoted to 
the preservation and use of historical records in the care of 
archives throughout Canada, should be established as an in- 
dependent body associated with the Canadian Heritage Coun- 
cil for administrative purposes. The cost of carrying out the 
national objectives of the National Archival Records Commis- 
sion should be included in parliamentary appropriations pro- 
vided for the Canadian Heritage Council. 


In addition to establishing a Canadian Heritage Council 
(Recommendation 15) the federal government should give con- 
sideration to setting up other federal heritage institutions such 
as maritime museums, a national aquarium, arboretum, zoo- 
logical garden and botanical garden. The proposed Canadian 
Heritage Council should be called upon to give advice about the 
establishment of these long-awaited heritage institutions. 


The proposed Canadian Heritage Council should be given in- 
dependent authority for staffing and be otherwise constituted 
to be able to operate with the maximum autonomy feasible 
for an arm’s-length agency. 


The proposed Canadian Heritage Council should promote 
liaison among various federal departments and agencies 
involved in heritage, among all levels of government and 
between government and the private sector. 


Chapter 5 — Contemporary Visual and Applied Arts 
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The federal government, through its cultural agencies, should 
increase the funds available to public art galleries for the pur- 
pose of exhibiting contemporary Canadian art. 


The Government of Canada should establish a Contemporary 
Arts Centre, with the same status as its four national 
museums, dedicated exclusively to the collection, exhibition, 
touring, promotion and development of contemporary visual 
art in Canada. 


The federal government should stimulate private demand for 
contemporary Canadian visual art through incentives to pur- 
chase and should apply special depreciation allowances to 
purchases of works of art by any Canadian artist, not just liv- 
ing Canadian artists, and to all transactions involving these 
works, not just initial purchases. 
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Recommendations 


The government should amend the National Design Council 
Act of 1960 to designate a Canadian Council for Design and 
the Applied Arts and fund the Council to a level that will 
enable it to fulfil its mandate. The Council should report to the 
Minister of Communications. 


The proposed Canadian Council for Design and the Applied 
Arts should ensure, to the greatest degree possible, that 
federal public buildings make extensive use of contemporary 
Canadian art and design. To that end, the Council would pro- 
vide expert consultative services to all federal departments in- 
volved in building, leasing and renovation projects. 


Chapter 6 — The Performing Arts 
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The Canada Council should initiate a program of incentive 
grants related to the presentation of new Canadian works in 
the performing arts, the advertising and marketing of such 
works, and the increased cost of rehearsing and producing 
them. 


The Canada Council should continue to be the source of 
federal funding for the National Theatre School of Canada, the 
National Ballet School and such other professional training 
programs as are appropriate to its mandate. 


The federal government should assist dancers and other 
artists who have short professional careers to resettle into 
allied professions where their artistic skills can best be put to 
use. All the relevant agencies and departments — such as the 
Department of Employment and Immigration — should be in- 
volved, and the Department of Communications should 
assume the leadership role. 


The Canadian Music Centre should be given adequate financial 
and other support to enable it to continue to carry out its 
functions on behalf of Canadian music, including the promo- 
tion and dissemination of the works of Canadian composers 
and the employment of new technologies for the storage and 
use of musical compositions. 
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Recommendations 


The National Arts Centre should adopt a policy of showcasing 
the best available Canadian talent and productions in all the 
performing arts, in addition to outstanding artists and produc- 
tions from other countries. It should forego in-house produc- 
tions of theatrical and operatic works in favour of co-produc- 
tions with other Canadian companies. The National Arts Centre 
Orchestra, however, should remain as a resident and touring 
organization. 


Chapter 7 — Writing, Publishing and Reading 
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The Canada Council should put assistance to professional 
nonfiction writers on the same footing as assistance to fiction 
writers, without diminishing support to the latter. 


The federal government should establish immediately, outside 
the copyright regime, a program to provide payment for both 
library and reprographic uses of the books of living Canadian 
authors. The basis for calculation of such payment should be 
the annual royalty payments to living Canadian authors. 


The Canada Council should raise the per-word rate paid to 
literary translators, which is the basis for its translation grants, 
to a level commensurate with rates paid to professional 
translators of industrial and government documents. 


Federal agencies involved in assisting publication should 
provide additional financial incentive to book and periodical 
publishers for issuing work translated into English or French 
from the other official language. 


Federal assistance for workshops and seminars that bring 
writers together to learn from one another should be ex- 
panded and increased. Special emphasis should be placed on 
meetings between writers from different literary genres. 


For the long-term future, the federal government should adopt 
a cultural policy for support to book publishing which would 
contain two major components: a comprehensive subsidy pro- 
gram geared to the twin elements of content and demand; 
and, in a supporting role, an economic development program 
as underpinning to the industrial structure of book publishing. 


In the short term, the Canadian Book Publishing Development 
Program of the Department of Communications should adjust 
its criteria for eligible titles to reflect the same categories of 
culturally significant books assisted by the Canada Council. 
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Recommendations 


The Department of Supply and Services should operate its co- 
publishing program more energetically, seeking the participa- 
tion of federal departments and Canadian publishers to the 
limit of their interest and capability. 


The federal government should enlarge its commitment of sup- 
port for Canadian magazines through both the Canada Council 
and the Department of Communications. The Council should 
establish a two-pronged system of grants based on the twin 
elements of content and demand, similar to the redesigned 
subsidy program already outlined for book publishing. The 
department should initiate an economic development program 
for the magazine industry similar to the one recommended by 
this Committee for book publishing. 


The federal government should pursue a broad policy of 
stimulating public demand for Canadian publications through 
awareness and incentive measures, with the objective of in- 
creasing that demand so that book and periodical wholesalers, 
retailers and librarians are encouraged to make Canadian pro- 
ducts more widely available. 


Chapter 8 — Sound Recording 
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The CRTC should continue to apply Canadian content regula- 
tions to AM radio programming, but the stipulations dealing 
with the Canadian creative components of broadcast record- 
ings should be strengthened. In addition, the CRTC should 
reexamine the present regulations for FM radio and devise 
ways to increase the performance of Canadian specialized 
recordings on both AM and FM radio. 


The federal government should assist Canadian-owned 
companies to distribute and market recordings of “pop” 
music and of specialized materials recorded by Canadian 
artists through a loan program or other appropriate forms of 
subsidy. 


The federal government should ensure that, for specialized 
recordings only, subsidy programs are established to assist 
Canadian-owned companies to produce recordings by Cana- 
dian performers, with special consideration given to recordings 
of which the material is written by Canadians. 
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Recommendations 


The CBC should increase its production of quality recordings 
by Canadian artists and improve its promotion and distribu- 
tion of such recordings, extending these services to suitable 
recordings made by independent Canadian producers. 


The federal government should assist Canadian record 
producers to improve the international marketing of their 
recordings through various means including attendance at 
marketing fairs. 


Canadian-owned sound recording studios should be assisted 
to acquire and upgrade recording equipment through an ex- 
pansion of existing loan programs, possibly established in 
association with the Federal Business Development Bank. 


The federal government should empower a nongovernment, 
Canadian cultural products marketing organization to ad- 
minister a discount voucher scheme, based on a levy on sales 
of blank audiotapes and videocassettes, to stimulate the sale 
and production of Canadian sound recordings and film and 
video productions. 


Chapter 9 — Film 
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The Canadian Film Development Corporation should have its 
role and budget substantially enlarged so that it may take 
bolder initiatives in financing Canadian film and video produc- 
tions on the basis of their cultural value and professional 


quality. 


The Capital Cost Allowance tax incentive for investment in 
Canadian film production, or at the very least some equivalent 
incentive, should continue to be used in order to channel 
private capital into Canadian filmmaking. 


The federal government should provide the Canadian- 
controlled film distribution industry with the economic 
strength to market Canadian films successfully to Canadian 
and foreign audiences through all channels of exhibition and 
sales. 


The National Film Board should be transformed into a centre 
for advanced research and training in the art and science of 
film and video production. 
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Chapter 10 — Broadcasting 


65. CBC television should discontinue selling air time for commer- 289 
cial advertising. 


66. CBC television should discontinue its affiliation agreements 289 
with private television stations. 


67. With the exception of its news operations, the CBC should 292 
relinquish all television production activities and facilities in 
favour of acquiring its television program materials from 
independent producers. 


68. A proportion of the CBC’s programming budget should be 294 
allocated specifically to the commissioning of programs pro- : 
duced in the various regions of the country. 


69. CBC programming, though developed primarily from Canadian 294 
sources, should nevertheless include imported programs or co- 
productions of some programs of interest and excellence 
which would not otherwise be available to Canadians. 


70. In its television services the CBC should rededicate itself to 296 
providing regional programming, but should phase out local 
programming as soon as alternative local broadcasting 
facilities are in place. 


71. As a matter of policy the CBC should encourage the greatest 296 
possible collaboration, cooperation and exchange between pro- 
grammers in the French and English services in order to make 
the best use of human resources and to permit a truly signifi- 
cant exposure of programs produced in both languages to all 
Canadians. 


72. The CBC should enhance its marketing operations in order to 297 
exploit the maximum domestic and international marketing 
potential of its materials and those of other producers. 


73. The federal government should immediately provide funds to 298 
the Public Archives of Canada to enable it to deal with the 
serious problem of the collection and preservation of audio 
and visual archives and to operate a soundly based, ongoing 
archival program in this area. 


74. A new Broadcasting Act should be presented to Parliament. 299 


75: 


76. 


77: 


78. 


79: 


80. 


real 
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84. 


Recommendations 


The CRTC should require private broadcasters to allocate sub- 
stantial percentages of their programming time, programming 
budgets and gross revenues to new Canadian program pro- 
duction. 


The CRTC should permit the establishment of new, private 
local television services in those communities able to absorb 
them, and use its licensing powers to ensure that these new 
services contain almost exclusively Canadian programs. 


Any CRTC policies on multi-level, or tiered, cable service must 
continue to ensure that the first priority on the basic cable 
service is given to designated Canadian services. In addition, a 
substantial portion of all other tiers of service offered to cable 
subscribers must be Canadian. 


The CRTC should encourage cable companies to improve their 
community channel operations, but cable production must re- 
main limited to such programming. 


Cable television operators, as a condition of licence, should be 
required by the CRTC to allocate a significant percentage of 
gross revenues toward the facilities and programming of com- 
munity channels. 


The CRTC should encourage the establishment of Local 
Programming Leagues wherever community channels are 
available to the local community. 


The Canadian government must develop a clear and coherent 
policy for the orderly development of satellite capabilities and 
put such technologies and the funds they can generate to the 
service of new Canadian production. 


The CRTC must strictly enforce conformity to all conditions of 
licence. 


The proposed new Broadcasting Act should give clear authori- 
ty to the CRTC in matters related to the CBC. 


The proposed new Broadcasting Act should confirm the total 
independence of the CRTC from political intrusion in matters 
relating to licensing, but permit direction by the minister on 
matters of general policy, under certain specified conditions. 
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Recommendations 


The CRTC should continue to license provincially and 
municipally based broadcasting undertakings. 


Federal and provincial governments should seek ways to 
assist community and campus-run radio stations to alleviate 
their financial difficulties and to stabilize their operations. 


The CRTC should set up Advisory Committees in each province 
to assist in performance evaluation of licensees and to provide 
advice and reaction from a local perspective on all broadcast 
activities. 


Chapter 11 — International Cultural Relations 


88. 


89. 


90. 


91. 


The Department of External Affairs should extend federal- 
provincial consultation on international cultural affairs to 
include officials of other federal departments and agencies 
concerned with education, provincial departments of 
education, representatives of the Council of Ministers of 
Education — Canada, and the academic community. 


The composition of the advisory committee designated to 
review applications from Canadian artists, performers and 
craftspeople seeking financial and administrative assistance to 
present their talent outside Canada should be expanded to 
include, when appropriate, knowledgable individuals from the 
professional creative arts community. 


Among the Canadian companies, groups or artists eligible to 
receive federal support for international tours and projects, the 
following should be given priority: 

Canadians who have received recognition in Canada and who 


will benefit materially and professionally by foreign experience; | 


Professionals, in the broadest sense, meaning not only those 
whose principal employment is the pursuit of their art but 
also those who have demonstrated excellence in performance; 


Canadian artists and performers representing the cultural tradi- 


tions of Canada’s Native peoples and ethnic communities who 
can introduce foreign audiences to their specialized art forms. 


The Department of External Affairs should formally designate 
cultural affairs as a distinctive career stream within the foreign 
service and provide appropriate recruiting standards and train- 
ing facilities to ensure its development and continuation. 
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Recommendations 


The Department of External Affairs and the Department of 
Indian and Northern Affairs should explore methods by which 
barriers preventing the free exchange of cultural materials be- 
tween Canadian Inuit and their fellow Inuit in the circumpolar 
world may be removed. 


Multilateral and bilateral cultural exchanges with countries of 
the Third World should be actively sought by all federal 
cultural agencies in cooperation with the Canadian Interna- 
tional Development Agency, the Department of External Affairs 
and the Canadian Commission for Unesco. 


The Canadian Commission for Unesco should strengthen its 
direct contacts with government agencies concerned with 
cultural policy. Additional resources should be allocated to 
permit this expansion of its activities. 


It is imperative that the editorial independence of Radio 
Canada International be maintained in any new financial 
arrangements that may arise from changes in the operation 
of the Canadian Broadcasting Corporation. 


Radio Canada International should extend shortwave broad- 
casts as soon as possible to countries in the Pacific and Asia 
through transmission facilities in Western Canada. 


The extension of knowledge of Canada in other countries is a 
fundamental element in federal cultural policy. The Depart: 
ment of External Affairs should therefore assign additional 
specialized staff and increased financial resources to the 
Academic Relations division to permit the development of 
innovative Canadian Studies programs in new geographic 
areas as well as to strengthen Canadian Studies programs now 
in place. 


The Bureau of International Cultural Relations of the Depart- 
ment of External Affairs should involve itself more actively in 
the promotion of Canadian artists in other countries. In doing 
so, it should take full advantage of the expertise that exists in 
the International Trade divisions of the department and that is 
available on contract from professional arts managers in 
Canada and abroad. It should seek the active cooperation of 
interested private sector corporations in the promotion of 
cultural activities in those countries where such collaboration 
is likely to advance both trade and cultural objectives. 
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Recommendations 


Although federal funding for the presentation of Canadian 
cultural activities in other countries has some relevance for the 
achievement of diplomatic and trade objectives, substantially 
increased expenditures would be justified for reasons relating 
to the professional development of artists, to the opportunity 
to increase their financial rewards and to the pride of all Cana- 
dians in their achievements. 


The Cultural Affairs — Arts Promotion division and the 
Academic Relations division of the Bureau of International 
Cultural Affairs should be separated from the Department of 
External Affairs and given independent status as the Canadian 
International Cultural Relations Agency, reporting directly to 
the Secretary of State for External Affairs. 


The proposed independent but associated agency of the 
Department of External Affairs, the Canadian International 
Cultural Relations Agency, should be directed by a chief 
executive officer with the rank of deputy minister, guided by 
an advisory board drawn from the Canadian cultural and 
academic community. It should be given adequate resources 
in dollars and person years to permit it to represent effectively 
not only the diplomatic interests of the Secretary of State for 
External Affairs but also the interests of Canadian artists and 
scholars seeking to present their work in other countries. 
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Appendix A 


Minority Comments 
by Committee Members 


Comment by Albert Breton 
Three general principles have guided the Committee’s reflections, delibera- 
tions and policy recommendations: 


i) The core of cultural policies and the measure of their fullness is 
creativity and creative artists, and the extent to which audiences 
participate in that creativity; 


ii) Cultural policies so defined are sufficiently meaningful to stand 
by themselves: their significance does not rest on their contribu- 
tion to Gross National Product, employment, export or economic 
growth, to national unity, identity, control or ownership; their 
success cannot be gauged by the size of the physical and 
material base supporting cultural and artistic activities, or by the 
dimension and sophistication of the hardware that serves to dif- 
fuse or retrieve cultural messages; 


iii) | The notions that a larger quantity and more sophisticated hard- 
ware, and that Canadian ownership of that hardware are neces- 
sarily congruent with the pursuit of cultural objectives as defined 
in (i) are naive and as often wrong as right. 


The reader can verify how fundamental these principles have been to 
the Committee. They are to be found on almost every page of the Report and 
can be seen at the root of many recommendations. They are also docu- 
mented in a number of places, sometimes clearly, sometimes more dis- 
creetly: in the fact that the achievement of complete Canadian ownership in 
private broadcasting, at the cost of a large volume of resources, has not pro- 
duced a system that is culturally Canadian or one that can be compelled to 
present shows that are Canadian in content; in the fact that the acquisition 
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by Canadians of Odeon Theatres has not helped the distribution of Canadian 
films, and may possibly have hindered it; in the fact that the dissallowance of 
advertising expenditures on foreign broadcasting stations in calculating tax- 
able income and the allowance of such expenditures on foreign programs 
transmitted by Canadian stations has acted as an incentive to present foreign 
shows domestically; in the fact that “cultural hardware” seems to have an 
advantage over “cultural software” in the competitive struggle for investment 
resources. The list could easily be extended, but these examples are sufficient 
to underline how radical the Committee’s view of cultural policies really is. 

But in two areas the Committee has, in my view, reneged on its prin- 
ciples. Since I believe that the Committee’s recommendations in these two in- 
stances run counter to what it itself defined as true cultural objectives, and 
that its failure to hold to these principles indicates how hard it is to give 
priority to cultural and artistic endeavours, | am compelled to register my 
dissent. : 

The two areas are publishing and sound recording. The Committee has 
decided to recommend that only Canadian-owned publishers, and record 
producers and distributors be eligible for help (subsidies, loans and other sup- 
port programs) from the federal government. | believe that these recommen- 
dations run counter to the interests of Canadian writers and musicians, that 
they are recommendations which result from a confusion between what is 
truly cultural and what is only incidentally so. I hold to the view that all 
publishing companies and all record producers and distributors — irrespec- 
tive of the origin of their ownership — should be eligible for public support 
aimed at getting writers published and read and musicians recorded and 
sold, if these companies accept all the conditions attached to the support 
programs. 

To argue, as is done in Chapter 7, that very few foreign-owned 
publishing companies publish Canadian novelists, poets or playwrights is to 
miss the point. Foreign-owned companies are not currently eligible for 
government support and consequently do not have the inducement that 
domestic publishers have to publish Canadian writers. But the point is even 
more basic. If, in the absence of government help, foreign companies. were 
more efficient than Canadian companies as publishers and merchandisers of 
Canadian writers, a policy that supported only the latter would be one which 
in effect assumed that publishing is more important than writing and getting 
the work of writers to audiences. It would be a counter-cultural policy. 

Because the presumption cannot be that foreign-owned companies are 
less efficient as publishers and as producers and distributors of records than 
are domestically-owned companies, a cultural policy that gives priority to 
creativity and to creative writers and musicians would not discriminate 
against foreign-owned Canadian companies. To so discriminate is to give 
priority to nationalistic objectives to the detriment of arts and culture. 
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I therefore recommend that in designing support programs 
for book publishing and for record production and distribu- 
tion, all companies — irrespective of ownership — should be 
equally eligible, if they satisfy the conditions and require- 
ments attached to the programs. 


Comment by Joy Cohnstaedt 

Throughout the Broadcasting chapter, the separation of production and 
facilities from programming is commented upon. In this dissenting comment 
I make particular reference to the texts titled ‘CBC Television Programming,” 
“Regional and Local Programming,” “Local Television Programming.” 

The opening paragraphs on “Local Television Programming” attest to 
our common goals: “the development of local talent”, “the stimulation of 
new production”, and “further opportunities for production talent’. 

In this context, however, the Report does not comment on the impact 
of technology on culture in small communities, low-density regions, or highly 
diversified nations; or the political impact of a continuum of “local” - 
“regional” — “national”; or the need to overcome political, economic and 
social obstacles in order to enhance opportunities for indigenous fran- 
cophone production outside of Quebec, and anglophone production outside 
of Toronto. 

Whatever the cause or the adjective used (technical, economic, in- 
tegrated, centralized, political), the ‘‘centre-hinterland” historical relationship 
remains anti-creative for opportunities affecting indigenous talent. Because 
facilities cannot be as widely dispersed as is local talent or the diverse 
cultures of Canada, the dichotomy regarding production opportunities will re- 
main. Further, our nation’s experiences with newspapers and railroads do 
not support the assumption that finances will automatically flow to wherever 
“demand” is claimed to exist. 

The responsibility for ensuring that Canadians have access to oppor- 
tunities to express themselves, and to share this expression with Canadians 
elsewhere, remains a public initiative. 

Strong. indigenous production is the foundation of a national broad- 
casting network. For many geographical and language communities, the 
evolution of CBC production facilities throughout Canada represents potential 
opportunities for local and regional expression, skill development, and plat- 
forms for new talent to gain exposure. The particular significance of each 
facility differs with the community it serves. 

In Saskatchewan, the CBC facility, to be opened shortly, represents the 
conclusion of a struggle begun over 30 years ago for an equal opportunity to 
participate in our broadcasting network and to share the indigenous cultural 
expression with other Canadians. This building will be a visible acknowledg- 
ment of the differences between this province and the neighbouring ones 
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which were originally grouped in the “Prairie Region.”’* For the arts, culture, 
and production community, this CBC facility represents an intent to develop 
and sustain employment opportunities for those who wish to live and work 
in Saskatchewan. 

Policy statements do not lend themselves to articulating regulatory 
practices; they are expressions of desires and goals. Equal access cannot be 
guaranteed by direct manipulation. Only evolutionary growth encouraged 
and developed over time will achieve our goals. The Saskatchewan facility 
and other local and regional CBC facilities, provided with the necessary finan- 
cial and personnel support, must evolve into opportunity centres, developing 
and encouraging new in-house and out-of-house production and artistic 
talent. A national broadcast network will only be as vital and strong as its 
parts — the local and regional productions. 


Comment by Guy Robert 

1. Having been given responsibility for preparing design ideas for the 
Final Report in the fall of 1980, I presented five or six different formats to the 
Committee ranging from a book similar to that of the Massey-Lévesque 
Report released in 1951, to a half-hour documentary animated film. Each of 
these proposals was aimed at a different public: to whom do we wish to 
direct our recommendations in order to best influence decision-makers? Our 
Committee decided on a 300-page book of which several thousands of copies 
will be produced. | still prefer the idea of a short film which could have 
presented perhaps a dozen general recommendations to more than five 
million Canadians on television. Without excluding the preparation of a detail- 
ed written report, this film would have intended to show that culture and the 
arts touch almost everyone, which must be brought out to the public 
through today’s means, namely, television. 

2. If we assume that we live in a rapidly evolving pluralist society, and if 
federal cultural policies ought to avoid imposing an official culture, then these 
policies must aim at making federal institutions and programs more flexible 
by adapting to rapid social, ideological, aesthetic and economic change. Too 
often our Report stresses the institutional role by recommending, for exam- 
ple, an increase in the budgets and duties of the Canada Council. In my opi- 
nion, this risks increasing bureaucracy, centralization and power-mongering 
by officials, which is why I disagree with the approach. If we are to serve 
more effectively the cultural aspirations of the public in general and artists in 
particular, then | feel it would be preferable to reduce the number and size of 
large administrative structures, to increase the programs aimed at specific 


* The headquarters for the Prairie Region has been based in Winnipeg. Following a public lobby, 
Alberta formed its own region 10 years ago. The creation of a new Saskatchewan region confirms 
the view that the traditional concept of region is no longer viable for the constituency served. The 
concept of region has been narrowed to what has been called “local” or “sub-regional,” and these 
require strengthening. 
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and immediate problems (and there are some!), to listen to regional needs 
and to coordinate our activities with those by the provinces and 
municipalities. It would then be easier to evaluate, correct or modify, expand 
or abolish programs depending on their effectiveness and changes in the 
cultural life of the country. It must be asked, for example, whether the current 
grant structure does not merely promote grasping dependence and artificial 
and excessive artistic production in theatre, publication, museums and 
perhaps other fields. 

3. | This same desire to see the general public more actively involved in 
arts and culture leads me to the matter of the Canadian Broadcasing Corpora- 
tion. I feel there is a more urgent and easier solution than reforming this vast 
organization: namely, that the CBC give priority to artistic and cultural infor- 
mation and to related programming, as there is a significant need in these 
areas and the CBC is the only Crown corporation in a position to fulfil this 
role. Surely such a role would not be contrary to its basic mandate and would 
fulfil a legitimate expectation held by a large part of the public. Our Report 
mentions this solution but does not give it priority. 

4. In the case of our national museums, which Ottawa has finally decided 
to provide with suitable facilities, I feel that they must be used to advantage 
to make the nation’s capital a veritable showplace of museums as is happily 
the case in other capital cities. The spin-off from these museums would lead 
to increased attention in all other museums in the country to the benefit of all 
Canadians. 

5. As for the Canada Council, | have already been too vocal in my criticism 
of its jury system, particularly as regards the visual arts and the Art Bank, to 
support the conciliatory recommendations of the Committee: | feel that a 
thorough study should be made of the complaints of favouritism and that all 
of the collections and functions of the Art Bank should be transferred to the 
future Contemporary Arts Centre proposed by our Committee. 

6. Contrary to the statement made in our Report in Chapter 2, under the 
sub-heading “Ministerial Coordination,” I feel that the work of our Committee 
should be continued and built upon by an appropriate body which would 
gather extensive documentation on the arts and on culture, hear complaints 
and suggestions from the arts community and from the general public, 
stimulate consultation and debate, evaluate the effectiveness of existing pro- 
grams, undertake detailed studies and make the information available in 
order to stimulate public interest. This body would advise the minister 
responsible and the government on federal cultural policy, as a cultural 
development institution or a national culture and arts council (similar to 
other national councils). 

7. Among other things, | do not feel that our Report attaches enough 
importance to recent cultural conflict movements, to various counter-culture 
options, nor to the young people who will be the beneficiaries or victims of 
our recommendations and their application by politicians, bureaucrats, 
managers and institutions. In short, I feel that the Report devotes too much 
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attention to reviewing the activities of the past 30 years, often viewed 
through the rose-coloured glasses of one looking back in time, and not 
enough attention to accepting the challenge of the coming 30 years. This 
decreases our chances of attracting the attention of the general public who 
might even ignore the existence of some thousands of printed copies of our 
Report. This will undoubtedly limit debate and decisions to a very small 
circle. 

These comments do not mean that | disassociate myself from the 
Report but they are comments that | feel are useful. 
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Historical Notes 


The Federal Cultural Policy Review Committee was established in its present 
form in August 1980 by the Honourable Francis Fox, Minister of Communica- 
tions and Secretary of State. It grew out of an earlier group, the Advisory 
Committee on Cultural Policy, under the chairmanship of Louis Applebaum, 
which had been appointed by Mr Fox’s predecessor, the Honourable David 
MacDonald. 

The members of the Advisory Committee on Cultural Policy were all ap- 
pointed to the new Federal Cultural Policy Review Committee, and other 
members were added. Jacques Hébert was named co-chairman in August 
1980. In the following few months, six more members joined the Committee: 
Robert E. Landry of Toronto, Mary Pratt of Mt. Carmel, Newfoundland, Jean- 
Louis Roux of Montreal, Sam Sniderman of Toronto, Max Tapper of Winnipeg 
and Rudy Wiebe of Edmonton. A further change of membership occurred 
when Alex Colville left the Committee at an early stage to serve on the search 
committee for a new director of the National Gallery of Canada. Pierre Juneau 
and Léo Dorais, deputy minister and assistant deputy minister of Com- 
munications, respectively, who had both been members of the original Ad- 
visory Committee, felt it appropriate to withdraw from the Review Committee 
on the completion of the public hearings and the publication of the Summary 
of Briefs and Hearings, since many of the recommendations in the Commit- 
tee’s final Report would necessarily touch on programs for which they had 
responsibility. 

In announcing the formation of the Committee with a renewed and 
enlarged mandate at the National Arts Centre on 28 August 1980, Mr. Fox 
defined the scope of the policy review. It should be, he said, “broad and in- 
clude all the main programs of the Federal Government.” He went on to in- 
dicate those cultural areas that should be included in the review: the visual 
and performing arts, heritage, publishing, sound recording, film, broad- 
casting, the National Library and Archives, international cultural relations, the 
respective roles of the federal cultural agencies and the government itself. 
Recognizing the broad nature of the subject matter, and the large number of 
Canadians concerned with it, the minister stressed the need for “wide public 
consultation.” 
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To fulfil this mandate, the Committee scheduled public hearings in 18 
centres throughout the country, in every province and territory. In prepara- 
tion for these hearings, it published and distributed in December 1980 some 
50,000 copies of a Discussion Guide, entitled Speaking of Our Culture. The 
Discussion Guide introduced the Committee, defined the field of inquiry, 
reviewed some of Canada’s cultural achievements in the past 30 years, 
outlined challenges and options facing Canadian cultural policy in the years 
ahead and invited people to submit briefs. 

The public response was gratifying. By the time of the deadline for sub- 
mission of briefs, 9 March 1981, more than 1,100 briefs had been received 
from individuals, associations and institutions. (Eventually, 1,369 briefs were 
submitted.) Between 13 April and 10 July 1981, the Committee heard 512 
of these in open, public session. 

At the conclusion of the public hearings, tne Committee undertook to 
prepare a report on what it had read and heard throughout this phase of its 
work. The document, entitled Summary of Briefs and Hearings, was intended 
as a synthesis of the written and oral presentations made to the Committee. 
It was completed in November 1981 and published in January 1982. The 
Summary pointed out some general themes: the global context of Canadian 
culture; Canadian cultural pluralism; the status of the artist; the importance 
of training and education; the need for financial resources; and the role of the 
federal government in culture and the arts. But, for the most part, the Sum- 
mary allowed the intervenors to speak for themselves. It did not draw conclu- 
sions nor make recommendations. 

These were left to the Committee’s final Report. Even while the Sum- 
mary was being prepared, work began on the Report. This phase of the pro- 
ject included: a careful analysis of the briefs received; an assessment of the 
three months of hearings; consultations with a variety of experts in each field; 
study of background papers prepared by staff and consultants; and much 
debate. The Report was substantially completed by 2 September 1982 and 
published in November 1982. 
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Biographical Notes 


Louis Applebaum, composer, conductor and administrator, began his career 
in 1941 with the National Film Board where he was music director and com- 
posed some 250 film scores. After scoring many feature films in Hollywood 
and New York, be became the first music director for the Stratford Festival. 
He was part of the planning group of the National Arts Centre and wrote 
reports which led to the foundation of the National Arts Centre Orchestra and 
the department of music at the University of Ottawa. He was a founder of the 
Canadian League of Composers, was executive director of the Ontario Arts 
Council from 1971 to 1979, and was named an Officer of the Order of Canada 
in 1977. He holds an honorary LLD from York University. 


Jacques Hébert, author and publisher, has founded two Montreal publishing 
houses, les Editions de l’Homme, and les Editions du Jour, and for many years 
served as president of |’Association des éditeurs canadiens. He founded 
Canada World Youth and is its president, and is co-chairman of Katimavik. He 
has traveled extensively throughout the world and is the author of more than 
15 books on travel, civil rights and problems of industrially developing coun- 
tries. Between 1970 and 1980, Jacques Hébert was a member of the Cana- 
dian Radio-television and Telecommunications Commission. He has been 
named an Officer of the Order of Canada. 


Albert Breton is a professor of economics and research associate at the In- 
stitute for Policy Analysis at the University of Toronto. He is also a member of 
the Canadian Economic Policy Committee and the C.D. Howe Research In- 
stitute. Author of several books and numerous articles on economics and 
social policy, Albert Breton has been the frequent recipient of social science 
research grants. He was awarded two Canada Council Killam Senior Research 
scholarships. A native of Saskatchewan, Professor Breton was educated in 
Manitoba and the United States. He holds a PhD in economics from Columbia 
University, New York. 
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Ted Chapman, broadcaster, is president of CFCN Communications Limited in 
Calgary, a radio and television subsidiary of Maclean-Hunter Limited. He is a 
past president of Theatre Calgary and has been a member of the Board of 
Governors of the National Theatre School in Montreal. He is currently a 
member of the Chancellors Club at the University of Calgary. 


Joy Cohnstaedt is deputy minister of cultural affairs and historical resources 
for the province of Manitoba and, prior to August 1982, was executive direc- 
tor of the Saskatchewan Arts Board. In 1978 and 1980 she was a member of 
the culture and communications sector of the Canadian delegations to the 
20th and 21st Unesco general assemblies on culture and communications, in 
France and Yugoslavia. She has also been a delegate to the Commonwealth 
Conference of Arts Agencies in England. Joy Cohnstaedt trained as a visual ar- 
tist and has completed postgraduate studies in art education, in the social 
sciences and in administration at various universities in Canada, the United 
States and Britain. She now lives in Winnipeg. 


John M. Dayton, of Vancouver, was president in 1979 and 1980 of the Van- 
couver Opera Association and in 1970 and 1971 president of the Vancouver 
Symphony Society. He has been a member of the board of the Canadian Con- 
ference of the Arts, the Community Arts Council of Vancouver and the 
Cultural Advisory Committee of the Vancouver Foundation. A graduate of the 
University of Manitoba, John Dayton is a practising architect. From 1967 to 
1968, he was president of the Architectural Institute of British Columbia. 


Denis Héroux is a film director and producer, and president of the Interna- 
tional Cinema Corporation. His recent feature film credits include Les Plouffe, 
Atlantic City and Quest for Fire. A former professor of history at Collége 
Sainte-Marie, he has published two books on historical subjects. In 1982, 
Denis Héroux received “Le Mérite annuel de l’Université de Montréal,” of 
which he is an alumnus. He has been president of |’Association des 
réalisateurs de films du Québec, and |’Association des producteurs de films 
du Québec. 


Robert E. Landry, vice-president, Imperial Oil Limited, is a director and vice- 
president of the Toronto Symphony and a member of the board of the Na- 
tional Theatre School. He is also a former vice-president of the Edmonton 
Symphony. A graduate of McGill University, Robert Landry was the first 
chairman of the Council of Public Affairs Executives of the Conference Board 
in Canada and a director of the Canadian Manufacturers’ Association. 
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Elizabeth Lane, of Vancouver, is former president of the Canadian Conference 
of the Arts, 1976 to 1978. Educated at the University of British Columbia and 
long active in community arts organizations, she is a former president of the 
Community Arts Council of Vancouver and the Vancouver Museums Associa- 
tion, and was the first chairman of the British Columbia Arts Board. She has 
also served as a member of the Canada Council, and has been a member of 
the executive committee of the Canadian Commission for Unesco and chair- 
man of the Commission’s Advisory Committee on Culture and Communica- 
tions. She is a member of the Order of Canada and holds an honorary LLD 
from Simon Fraser University. 


Hilda Lavoie-Frachon, from Nigadoo, New Brunswick, is a painter and print- 
maker and the founder and director of Le Centre de Créativité Fine Grobe, 
which provides workshop and exhibition space for the creative works of 
visual and applied artists from northeastern New Brunswick. The centre is 
devoted to continuing the heritage of Acadian arts in Canada. Hilda Lavoie- 
Frachon holds degrees in fine arts and in art education from |’Ecole des 
Beaux-Arts de Montréal. She specialized in museology at |’Ecole du Louvre in 
Paris. She was founder-director of the visual arts department at the Bathurst 
Campus, University of Moncton, 1966-1975. 


Mary Pratt is a painter and member of the Royal Canadian Academy. The 
Aggregation Gallery in Toronto has hung three solo shows of her paintings 
and drawings — in 1976, in 1978 and, most recently, in 1981. She was includ- 
ed in the National Gallery of Canada’s major 1975 exhibition “Some Canadian 
Women Artists,” and has had two shows tour nationally. Mary Pratt lives in 
Mount Carmel, Newfoundland. She has been a member of the board of Grace 
Hospital, St. John’s, and has been a lay bencher for the Law Society of New- 
foundland and Labrador. In 1973, Mary Pratt served on the Newfoundland 
provincial task force on education. 


Guy Robert is an art historian, professor, lecturer, contributor to radio and 
television programs, author of some 40 books, art consultant, and publisher 
of limited editions of original etchings. A founder of the Montreal Museum of 
Contemporary Art, he is a member of the International Association of Art 
Critics and l'Union des écrivains québécois. Educated in Montreal and France, 
he holds a doctorate in aesthetics from the University of Paris. He has written 
numerous articles, books of poems, essays on art and literature, a history of 
painting in Quebec, La peinture au Québec depuis ses origines, and 
monographs on Canadian artists such as Riopelle, Pellan, Borduas, Jordi 
Bonet, Fortin, Dallaire. He received the Grand Prix littéraire de Montréal for his 
second book on the painter Jean-Paul Lemieux. He lives in Mont-Royal, 
Quebec. 
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Jean-Louis Roux, Director General of the National Theatre School, has been 
awarded the Prix Victor Morin and the Molson Prize, and has been named an 
Officer of the Order of Canada for his work in theatre. Co-founder with Jean 
Gascon in 1951 of Montreal’s Le Théatre du Nouveau Monde, he worked with 
the company as playwright, actor, producer and artistic director until 1982. 
Jean-Louis Roux has been president of the Société des auteurs dramatiques, 
the Canadian Theatre Centre and the Canadian Conference of the Arts. He has 
also been chairman of the board of the National Theatre School. He has serv- 
ed as vice-chairman of the National Film Board, vice-president of l’Union des 
artistes, and as a member of the executive committee of the International 
Theatre Institute. 


Sam Sniderman, a member of the Order of Canada, is better known as “Sam 
the Record Man.” He is president of Roblan Distributors Limited of Toronto 
which has established record stores throughout Canada. He is vice-president 
of the Canadian Academy of Recording Arts and Sciences and is a director of 
the Canadian Independent Record Production Association. He is also a direc- 
tor of CHIN Multicultural Radio and of the Canadian National Exhibition. He 
has contributed extensively to the music archives collection of the University 
of Toronto’s music faculty, which was recently renamed as the Sniderman 
Recordings Archives. Sam Sniderman is a member of the board of the 
National Theatre School. He lives in Toronto. 


Alain Stanké, author and journalist, has been a publisher for 20 years. Head 
of Les Editions de l’Homme for 10 years and a founder of Les Editions La 
Presse, he is now head of Les Editions Internationales Alain Stanké Ltée. Born 
in Lithuania, he was educated in France and in Quebec and has written 
several books, including his autobiography, first published in French under 
the title Des barbelés dans ma mémoire and later in English as So Much to 
Forget. Alain Stanké is also a scriptwriter and host of various radio and televi- 
sion programs in Montreal. He won the Wilderness Award Medal for the best 
Canadian television film of 1967. In 1971 he was honoured by the Govern- 
ment of Quebec for his contribution to Quebec journalism and publishing. He 
is a member of the board of the Montreal Symphony Orchestra. 
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Thomas H.B. Symons, Vanier professor at Trent University and chairman of 
the Commission on Canadian Studies, is vice-president of the Social Sciences 
and Humanities Research Council. Professor Symons’s report on Canadian 
studies, To Know Ourselves, volumes | and II, was published in 1976. He was 
the founding President and Vice-Chancellor of Trent University, 1962-72. He is 
a historian—a graduate of the University of Toronto and Oxford Univer- 
sity — whose interests have led him into the broad fields of Canadian studies, 
education, human rights (he was chairman of the Ontario Human Rights 
Commission from 1975-78), Native peoples’ affairs, northern studies and the 
arts. His work in these and related areas, both in Canada and abroad, has 
earned him recognition from a number of universities and colleges in Canada 
and other countries, and in 1982 he received the Distinguished Service to 
Education Award, of the Council for the Advancement and Support of Educa- 
tion. He was named an Officer of the Order of Canada in 1976. 


Max Tapper, of Winnipeg, is director of development for the Royal Winnipeg 
Ballet. He is a member of Canadian Actors’ Equity and the Association of 
Canadian Radio and Television Artists, and has performed in the theatre and 
on radio and television. For seven years, Max Tapper worked with the 
Manitoba Theatre Centre in administration, publicity and promotion before 
assuming his present position with the Royal Winnipeg Ballet. A specialist in 
performing arts administration, Max Tapper has lectured for the Canada 
Council’s Touring Office, the Banff Centre’s Cultural Management Program 
and the Manitoba Arts Council. 


Rudy Wiebe is an author and 1973 winner of the Governor General’s Literary 
Award for his novel The Temptations of Big Bear. His long publishing record 
includes 16 books, among them the 1982 collection of short stories, The 
Angel of the Tar Sands. Rudy Wiebe is currently a professor of English and 
creative writing at the University of Alberta. He lives in Edmonton and was 
the founding president of the Writers’ Guild of Alberta and a former vice- 
president of the Writers’ Union of Canada. Since 1980 he has been on the 
Publishers and Writers Advisory Panel to the Alberta Minister of Culture. 
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Recommendations relating to major subject categories are indicated in 
bold face type. A complete list of recommendations may be found in 


Chapter 12. 


AAA. See Assembly of Arts Administrators 

ABC television. See television programming; 
United States 

ACA: See Association of Canadian Archivists 
(ACA) 

Academy of Country Music Entertainment 
(ACME), 242 

Access Alberta, 279, 308 

accessibility, 9-11; broadcasting, 273-274; 
film, 250-252; heritage, 107, 124, 134; 
literature, 198-199, 227-231; perform- 
ing arts, 187-188, 192-193; resource 


allocation, 75-76, 77-78, 90; women, 9. 


See also artist and audience; Canadian 
content; community standards; 
copyright; culture and social policy; 
diversity; exhibition, traveling; tours, 
amateur; tours, performance; tours, 
writer 

Access to Information Act, 40 

accountability, 18-19, 28, 34-35, 40-41, 
Rec. 4. See also annual report 

accounting: accrual, 23-24; cash, 25-26 


ACME. See Academy of Country Music Enter- 


tainment (ACME) 

acquisition. See collection development 

actor: film, 97, 251; performing arts, 169, 
173-174, 190-191 

L’actualité, 153 

ADISQ. See Association du disque et de |'in- 
dustrie du spectacle québécois (ADISQ) 


adjudication, 4-5, 9, 29; Canada Council, 40, 
53-55, 82-83, 160-161, 216; Canadian 
Radio-television and Telecommunica- 
tions Commission (CRTC), 37-38; 
Department of External Affairs, 
319-320; Social Sciences and 
Humanities Research Council (SSHRC), 
40. See also resource allocation 
(Canada Council) 

Adjustments of Accounts Act (1980), 25, 127 

admission charge. See box office 

advertising: CBC television, 278-279, 289-291, 
Rec. 65; culture, 69, 71, 95-97; federal 
government, 95-97, 300-301; film, 
257-258; magazine, 201, 223-226; 
radio, 280-281, 309, 310; television, 
271-273, 281, 283 

Agency corporation (Schedule C), 23, 24, 26, 
27 

Agriculture, Department of, 124, 128 

Akademie der Kiinste, 332 

Algonquin College, 120 

Alliance frangaise, 336 

Ancillary Rights Service, 241, 297. See also 
Canadian Broadcasting Corporation 
(CBC) 

Anik satellite, 285, 305-306; Anik A-3, 285; 
Anik C, 285, 305 

annual report, 41, 44; Canada Council 
(24th Annual Report), 336; Communica- 
tions Research Advisory Board, 51-52 
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Anthology of Canadian Music, 241 
“Apostrophes,” 231 


applied arts: categories of, 143, 162; contem- 


porary, 162-164; heritage, 111, 135; 
well-being of the artist, 154-161. See 
also architecture; artist, applied; Cana- 
dian Council for Design and the Ap- 
plied Arts (proposed); crafts; graphic 
design; industrial design; landscape ar- 
chitecture; photography; urban design 
and planning 

apprenticeship: Canadian Conservation In- 
stitute, 113-114; heritage, 119-120; 
performing arts, 83, 181; visual and 
applied arts, 158. See also artist-in- 
residence 

April Wine, 236 

archaeological sites, 108-110, Rec. 18 

Archaeological Survey of Canada, 109, 
Rec. 18, 118 

architecture, 105, 164-166; copyright, 98; 
embassy, 317; Heritage Canada Foun- 
dation, 117; skill training, 158 

archives, 5, 18, 33, 57, 58, 72; archival 
science, 113, 120; heritage, 105, 111, 
113, 130-132. See also Public Archives 
of Canada (PAC) 

arm’s-length mechanisms, 5, 16, 23, 28-30, 
Rec. 1, 2, 3, 4, 48-49; Canada Council, 
54, 336, 338; Canadian Broadcasting 
Corporation (CBC), 272, 277, 298, 303; 
other examples of, 127, 132, 138, 
Rec. 32, 218, 327, 336, Rec. 84. See 
also Cultural Agencies Act (proposed); 
cultural agencies (federal) 

Art Bank (Canada Council), 128, 135, 147, 
149, 160-161, 162, 320 

art criticism, 144, 149, 153-154 

art dealer. See art gallery (private) 

art education, 8-9, 85; visual and applied 
arts, 154; performing arts, 171, 
177-178, 193. See also skill training 

Art Gallery of Ontario, 119 

art gallery (private), 5, 6, 105, 145, 147, 
150-153, 157; corporate collection, 
150-151 

art gallery (public), 5, 6, 33, 77-78, 105, 110, 
113, 122, Rec. 26, 145-146, Rec. 34, 
35, 148-149; attendance figure, 146; 
funding, 146. See also exhibition 

artifact, 111, 113, 118, 149. See also cultural 
products 

“art in architecture,” 164-166, Rec. 38 

artisan. See applied arts; crafts 


artist and audience, 3-5, 71, 81, 96, 315; 
broadcasting, 271-272, 273, 276-277, 
279-280; Canadian content, 89, 
321-322, Rec. 90, 324, 335-336, 

Rec. 99, 337, Rec. 101, 340; 251, 266; 
literature, 197, 205, 214, 217; perform- 
ing arts, 169, 170-172, 177-178, 182, 
183, 186-187, 191-192: sound record- 
ing, 235, 239, Rec. 54, 244, 246, 

Rec. 60; visual and applied arts, 143, 
ees, 7A, NX), Sih, See aesei se! 
159-160, 164-166 

artist, applied, 98, 136, 154-166, 243, 
319-320, Rec. 89 

artist, copyright problems of. See collectives; 
copyright; public lending rights 

artist, economic constraints of, 4, 83-84, 
Rec. 12, 36, 95-97; in film, 251; in 
literature, 186, 202, 204; in performing 
arts, 170, 182, Rec. 41; in visual and 
applied arts, 150-151, 154-155, 
156-157, Rec. 12. See also artist, 
labour of 

artist, film, 253, 261. See also artist, video; 
filmmakers; video 

artistic director. See director (performing arts) 

artist-in-residence: writing, 209; performing 
arts, 172, 181, 184; visual and applied 
arts, 144, 155, 159 

artist, interpretive. See artist, performing 

artist, labour of, 4, 83-84; performing ar- 
tist, 172, 172-174, 182, Rec. 41, 255; 
recording artist, 244; visual and ap- 
plied artist, 150-152, 154-155, 157, 
159; writer, 186, 202-207, 209-210 

artist, Native, 11; foreign tours, 321-322. 
See also Native peoples’ art 

artist, pension fund for, 100; visual and ap- 
plied artist, 154 

artist, performing, 169; Canadian content, 
321-322; income of, 173; role of Na- 
tional Arts Centre (NAC), 189-193; 
sound recording, 238-239, 242. See 
also actor; choreography; composer; 
dancer; designer; director (performing 
arts); music; theatre arts 

artist, political constraints of, 4-5, 31, 33 

artist, professional, 4, 55-56, 70-71, 

83-84; foreign tour, 321-322, Rec. 90; 
performing artist, 181-182, Rec. 41; 
visual and applied artist, 154-155, 157, 
158; wniter, 202-203 

artist, recording. See artist, performing 

artist-run centre, 144, 149-150, 157 

artist’s manager, 187 


artist, tax status of, 83-84, Rec. 12, 100, 
155, Rec. 12; visual and applied artist, 
144, 156 

artist, video, 52, 149, 150, 155 

artist, visual, 98-101, 144-161, Rec. 36, 243, 
Rec. 89, 320 

art market: domestic, 150-152; international, 
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The Art of Partnering the Dance: A Federal 
Pas de Deux, 182 

Arts and Culture Branch, 48, 50, 52, Rec. 8, 
201; international cultural relations, 
320. See also Communications, Depart- 
ment of; Secretary of State, Depart- 
ment of 

arts and technology program, 52 

artscanada, 145, 153 

Arts Council of Great Britain, 73 

Arts et pensée. See Vie des arts 

arts management, 323 

arts, traditional, 3. See also literature; 
painting; music 

Artswest, 153 

Assembly of Arts Administrators, 50 

assessor. See adjudication 

Associate Museums, 123, 125. See also Na- 
tional Museums of Canada (NMC) 

Association des éditeurs canadiens, 211 

Association du disque et de l'industrie du 
spectacle québécois (ADISQ), 242 

Association for the Study of Canadian Radio 
and Television, 297 

Association of Canadian Archivists (ACA), 
sit 

Association of Canadian Publishers, 212 

Association of National Non-Profit Artists’ 
Centres, 150 

Association of Universities and Colleges of 
Canada (AUCC), 330 

Atlantic Canada. See Mobile Exhibits 

Atlantic region, 271, 296 

ATV-2, 271 

Atwood, Margaret, 197, 198 

audience development. See artist and au- 
dience; art education 

audiocassette, 244 

audio retrieval system, 270 

audit: committee, 41; pre-audit, 19 

Auditor General of Canada, 19, 41, 116, 126 

Australia: Canadian Studies, 331; public use 
payment, 204 

author. See writing 

author collectives, 99-100. See also collec- 
tives; copyright; public lending rights 

Automatistes, 145 

awards, prizes, honours, 78, 215, 242, 253, 
256 
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“balanced programming,” broadcasting, 273, 
278, 291-293. See also broadcasting; 
CRTC regulations; pay-television 

ballet, 170, 181-183, Rec. 41; ballet com- 
pany, 320-321; Canadian repertoire, 
171-172; dancer’s income, 173, 182; 
National Arts Centre, 191. See also 
dance; performing arts 

Banff Centre School of Fine Arts, 179 

Bank of Canada, 124, 138 

Barbeau, Marius, 105 

Baumol, William J., 67 

Baumol-Bowen thesis, 67-68 

BBC. See British Broadcasting Corporation 
(BBC) 

BBG. See Board of Broadcast Governors 
(BBG) 

Belgium: Canadian Studies, 331 

Bernardi, Mario, 189 

Bill C-16. See Broadcasting Act 

Bill-C-27. See Crown Corporations Act 

Bill C-58, 201 

Bill C-123. See Government Organization Act, 
1982 

Birney, Earle, 198 

Blais, Marie-Claire, 198 

blank tape levy (proposed), 244-245, 

Rec. 60. See also taping, unauthorized 

Board of Broadcast Governors (BBG), 273, 
285-287 

board membership (cultural agency), 42-45, 
Rec. 5, 6, 49, 72, 75; performing arts, 
175-176. See also Canadian Council for 
Design and the Applied Arts (proposed); 
marketing and promotion organization 
(proposed); trustees, public 

boites a chansons, 237 

book: club, 97, 229; distribution, 218, 
221-222, 228-231; jacket, 97; produc- 
tion, 73, 201, 221-222; promotion and 
sales, 97, 201, 214-215, 216-217, 222, 
229-231, Rec. 53; royalties, 203, 
204-208, Rec. 45. See also books and 
periodicals; publishing; writing 

bookbinders, 134 

books and periodicals, 93, 199-200, 210-212, 
224-227, Rec. 52, 228-231, Rec. 53; 
Department of External Affairs, 317 

booksellers, 197, 218, 221-222, 227, 
230-231, Rec. 53; role of marketing 
and promotion organization (proposed), 
95-97, Rec. 14 

Boot Records, 238 

Boulding, Kenneth, 69 

Bowen, William G., 67 
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box office, 21, 76-77, 81, 97; deficit reduc- 
tion, 176-177; flop, 254; performing 
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Boyd, Liona, 238 

Braille. See music 

Brault, Michel, 256 

bridge financing, 255-256. See also resource 
allocation 

Britain. See United Kingdom 

British Broadcasting Corporation (BBC), 22, 
Ue 

British Columbia: pay-television, 284; Tri- 
Level Arts Liaison Group, 50 

British Columbia Museums Association, 120 

British Columbia, University of, 120 

British Council, 336 

broadcasting, 33, 269-311, Rec. 67 to 87; 


advertising, 271, 272, 281, 282; broad- 


caster, 271, 274, 275, 281, 293; 
Canadian-owned networks, 274-275, 
281; copyright, 101; licence, 37, 
272-273, 286-287, 307, 308, Rec. 82, 
84, 85, 87; performing arts, 71, 
192-193; public funds, 271, 276, 
310-312; regulation of, 58, 74, 
272-274, revenues, 76, 281; role of 
Statistics Canada, 51, 52. See also 
Canadian Broadcasting Corporation 
(CBC); Canadian Radio-television and 
Telecommunications Commision (CRTC); 
CBC radio; CBC television; radio station, 
private; television, commercial 

Broadcasting Act, 37-38, 273-274, 278, 287, 
291, 295, 305, 307. See also Canadian 
Broadcasting Corporation (CBC); Cana- 
dian Radio-television and Telecom- 
munications Commission (CRTC) 

Broadcasting Act (proposed), 298-299, 
Rec. 74, 307-308, Rec. 83, 84 

broadcasting, private. See radio station, 
private; television, commercial 

broadcasting, public. See Canadian Broad- 
casting Corporation (CBC); CBC radio; 
CBC television 

broadcasting, public (United States), 81, 82, 
274 

Brown, Eric, 106 

Brussels: cultural centre, 153, 324 

business community support, 105, 146, 
150-151, Rec. 36, 174-175, 193; 
marketing and promotion organization 
(proposed), 95-97, Rec. 14. See also 
donation, private 

“buy Canadian,” 165 


cable: community channels, 284-285, 295, 
301, Rec. 76, 302-305, Rec. 78 to 80; 
converters and cable-compatible televi- 
sion receivers, 270, 283, 284, 301; net- 
work revenues, 283; networks, 271, 
283-288, 301-302; operators, 244, 
283-285; rediffusion, 101; services, 244, 
270-272, 300-302, Rec. 76, 77, 303; 
subscribers, 93, 270-271, 274, 283-284, 
301-303, Rec. 77; tiers, 270, 301-303; 
transmission, 273-274, 275 

Calgary: Canadian Music Centre, 183-184 

Callaghan, Morley, 198 

Canada Business Corporations Act, 22 

Canada Council, 20-22, 24-27, 52, 53-57, 59, 
Rec. 9, 10, 39, 40, 44, 46, 50, 52; 
Access to Information Act, 40; ad- 
judication, 54-55, 160-161; Advisory 
Arts Panel, 42, 53; chief executive of- 
ficer, 45; community arts support, 55, 
159; international cultural relations, 
320, 323, 325, 332, 336, 338; National 
Music School study, 180; personnel ad- 
ministration, 38, Rec. 3; political con- 
trol, 35-39, Rec. 2; public hearings, 55; 
payment for public use scheme, 
204-208. See also: Art Bank (Canada 
Council); Canada Council Touring office; 
Canadian Commission for Unesco; Ex- 
plorations (Canada Council); resource 
allocation (Canada Council); Theatre for 
Young Audiences 

Canada Council Touring office, 187-188, 242, 
336; French-language theatre, 188; Na- 
tional Arts Centre, 192 

Canada North. See Mobile Exhibits 

Canada Post Corporation, 124, 138, 228-229 

Canada West. See Mobile Exhibits 

Canadiana. See Canadian Institute for 
Historical Microreproductions; National 
Library of Canada 

Canadian Academy of Recording Arts and 
Sciences (CARAS), 242 

Canadian Archaeological Association, 120 

Canadian Art. See artscanada 

Canadian Artists’ Representation (CAR), 155, 
158 

Canadian Artists’ Representation Ontario 
(CARO), 154 

Canadian Association of Broadcasters, 298, 
308 

Canadian Book Publishers’ Council, 211, 332 

Canadian Book Publishing Development Pro- 
gram (Department of Communications), 


78-79, 215-219, Rec. 50, 220-221. See 
also Communications, Department of 

Canadian Brass, 238 

Canadian Broadcasting Corporation (CBC), 
20-22, 24-27, 46, 72-76, 274-280, 
289-297, Rec. 65 to 72; chief executive 
officer, 45, Rec. 6; CRTC, relations with, 
307, Rec. 83; facilities, 295; film 
distribution, 265, 294, 297, Rec. 72; 
film production, 249, 251, 294; in- 
house talent, 276-277; International 
Relations section, 320, 332; mandate, 
274, 277, 311; music recording, 236, 
241-242, Rec. 57; Northern Service, 
275, 294-295; official languages, broad- 
casting in, 296, 297, Rec. 71; person- 
nel administration, 39, 276-277; 
political control, 27-28, 35-36, 38, 

Rec. 2; Radio Canada International 
(RCI), 295, 329-330, Rec. 95, 96; 
revenues, 76, 91, 93, 272-273, 
278-280, 290-291, 297, Rec. 72, 300, 
304. See also CBC Enterprises; CBC 
radio; CBC television; programming, 
Canadian Broadcasting Corporation 
(CBC); Public Archives of Canada (PAC); 
Radio Canada International (RCI) 

Canadian Commission for Unesco, 113, 316, 
325-328, Rec. 93, 94, 338-339 

Canadian Conference of the Arts (CCA), 21, 
49, 198 

Canadian Conservation Institute (CCI), 108, 
Rec. 16, 113-114, Rec. 21, 117, 
119-120, 125, 128; as part of Canadian 
Heritage Council (proposed), Rec. 16, 
114, Rec. 21, 117, 127, 137. See also 
conservation; heritage, National Pro- 
grammes (NMC) 

Canadian content, 21, 30, 76, 83, 89-90, 
300, Rec. 75, 76; AM radio regula- 
tions, 236-239, Rec. 54, 276; broad- 
casting, 269, 272-274, 281-282, 300, 
302, Rec. 77; cable operators, 284-285, 
Rec. 79, 302-305; Canadian Radio- 
television and Telecommunications 
Commission (CRTC) regulations, 237, 
285-288, 299-301, Rec. 75, 76, 307; 
Department of External Affairs, 
321-322, 330-331, Rec. 97; film, 
254-257, 258-259, Rec. 61, 266; FM 
radio regulations, 239, 276, Rec. 54; 
performing arts, 170-172, Rec. 39; 
publishing, 221, 224, 226, Rec. 52; 
sound recording, Rec. 55 to 60, 
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240-243; visual and applied arts, 
146-151, 164-166, Rec. 34 to 36 
Canadian Council for Design and the Applied 

Arts (proposed), 162-166, Rec. 37, 38 
Canadian Crafts Council, 154, 158, 162, 163, 
164; Third World countries, 328 

Canadian Cultural Property Export Review 
Board, 111-113, Rec. 19, 20, 132, 139; 
associated with proposed Canadian 
Heritage Council, 113, Rec. 20 

Canadian Film Development Corporation 

TT (GEDO) 20; 24-2527 /253-2565316- 
budget, 258-261, Rec. 61, 262; Film 
Canada, 262, 332; personnel ad- 
ministration, 38, Rec. 3; political con- 
trol, 36, 38-39, Rec. 2; resource alloca- 
tion, 38-39, 80, Rec. 10, 250, 260-261, 
263 

Canadian Government Photo Centre, 265 

Canadian Government Publishing Centre, 
222. See also Supply and Services, 
Department of 

Canadian Heraldic Authority, 136 

Canadian Heritage Council (proposed), 59, 
107-108, Rec. 15, 16, 21, 119, 120, 
121123) 1275131; 1307139 REC 32; 
political control, 38-39, Rec. 3; role of, 
36, 114, 116-117, Rec. 22, 119-120, 
Rec. 23, 135, Rec. 31, 33 

Canadian Independent Record Production 
Association (CIRPA), 242, 244 

Canadian Institute for Historical 
Microreproductions, 134-135 

Canadian International Cultural Relations 
Agency (proposed), 124, 153, 336-340, 
Rec. 100, 101; advisory board, 338, 
339; mandate, 338, 340; relations with 
Canada Council Touring Office, 188; 
role of Department of External Affairs, 
336-340 

Canadian International Development Agency 
(CIDA), 316, 326-328, Rec. 93, 339 

Canadian Inventory of Historic Buildings, 
115-116, Rec. 22 

Canadian League of Composers, 183 

Canadian Library Association (CLA), 133, 134 

Canadian Mediterranean Institute, 331 

Canadian Motion Picture Distributors’ 
Association, 258 

Canadian Museums Association (CMA), 106, 
120 

Canadian Music Centre, 184, Rec. 42, 242 

Canadian Periodical Publishers’ Association, 
223, 225 
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Canadian Radio-television and Telecom- 
munications Commission (CRTC), 20, 
24, 27, 28, 89, 285-288, 306-308, 
Rec. 82 to 85; accountability, 40-41; 
advisory committees (proposed), 310, 
Rec. 87; board membership, 44; com- 
munity channels, programming, 305, 
Rec. 78 to 80; financial administration, 
39; political control, 37-38, 308; private 
broadcasters, 299-301, Rec. 75, 76; 


public hearings, 308, 310; sound record: 


ing, 236-239, 309, Rec. 54; tiered 
cable service, 301-303, Rec. 77. See 
also CRTC regulations 

Canadian Radio Television Commission, 287 

Canadian Satellite Communications Inc. 
(CANCOM), 285 

Canadian Society for Education through Art, 
160 

Canadian Studies Associations, 330 

Canadian Studies programs, Department of 
External Affairs, 318, 330-331, Rec. 97, 
337; 

Canadian Talent Library, 242 

Canadian Theatre Centre, 184 

Canadian University Service Overseas (CUSO), 
328 

Canadian War Museum, 125. See also Na- 
tional Museum of Man 

CANCOM. See Canadian Satellite Communica- 
tions Inc. (CANCOM) 

CAPAC. See Composers, Authors and 
Publishers’ Association of Canada 
(CAPAC) 

Cape Breton Development Corporation, 128 

Capital Cost Allowance (CCA). See film invest- 
ment 

capital: budget, 41, 82; project, 48, 164-166; 
venture, 80, Rec. 10; 213-214, 219-221 

CARAS. See Canadian Academy of Recording 
Arts and Sciences (CARAS) 

“care and management,” 24, 38-40 

Carle, Gilles, 256 

CARO. See Canadian Artists’ Representation, 
Ontario (CARO) 

Carr, Emily, 144 

CASE. See Counselling Assistance to Small 
Enterprises (CASE) 

CBC. See Canadian Broadcasting Corporation 
(CBC) 

CBC Enterprises, 241, 297, Rec. 72 

CBC radio, 275, 294, 309; expenditures, 276; 
programming, 170, 184, 192, 275, 278 


CBC television, 275-280; advertising, 278-280, 
290-291, Rec. 65; cable, 283, 302; ex- 
penditures, 276, 294; news, 294; 
private affiliates, 279-280, 290-291, 
Rec. 66, 311; programming, 192-193, 
272, 278-280, 285, 290-294, Rec. 67 
to 70, 303-304, 306 

CBC-2/Télé-2, 280, 290-291 

CBS television. See television programming; 
United States 

CBS Records, 237, 238 

CCA. See Canadian Conference of the Arts 
(CCA) 

CCA (Capital Cost Allowance). See film invest- 
ment 

CCI. See Canadian Conservation Institute (CCl) 

censorship, 31, 37, 197, 201 

Centennial (Canada), 15, 106; National Arts 
Centre (NAC), 189 

Centre d’essai des auteurs dramatiques, 
185-186 

CFDC. See Canadian Film Development Cor- 
poration (CFDC) 

“Challenge for Change,” 256. See also Na- 
tional Film Board (NFB) 

Chancellery of Canadian Orders and Decora- 
tions, 136 

chansonniers, 237 

Charlebois, Robert, 236 

Charlottetown: theatre festival, 70, 185 

Charter of Rights, Section 27, 10 

children, 8-9. See also art education; 
literature; National Youth Orchestra; Or- 
chestre des jeunes du Québec; public 
education; Theatre for Young Audiences 

children’s theatre. See theatre arts 

choreography, 83, 98, 100, 193; Canada 
Council policy, 172, Rec. 39, 182-183; 
Canadian content, 171-172, 321-322 

CIDA. See Canadian International Develop- 
ment Agency (CIDA) 

cinema houses. See performing arts facilities 

cinémathéques. See performing arts facilities 

cinematographer, 251. See also filmmaker 
circumpolar world, 325-326, Rec. 92. See 
also Inuit 

CIRPA. See Canadian Independent Record 
Production Association (CIRPA) 

CLA. See Canadian Library Association 

CMA. See Canadian Museums Association 

collective theatre. See theatre arts 

Coach House Press, 221 

Cockburn, Bruce, 236 


Cohen, Leonard, 198 

Cohnstaedt, Joy, 307 

collection, corporate. See art gallery (private) 

collection development, 77-78, 106, 110-113; 
Canadian Heritage Council (proposed), 
36-37; management, 116-119, Rec. 22; 
See also heritage 

collectives: author, 99-100; visual and ap- 
plied artists, 156. See also copyright 

colleges and universities. See post-secondary 
institutions 

Columbia Pictures, 257 

Columbia Records. See CBS Records 

commercial art gallery. See art gallery 
(private) 

commercial theatre. See theatre arts 

Commission on Canadian Studies, 130, 330 

commissions (public). See purchases and 
commissions (public) 

Committee on Broadcasting, 1965. See 
Fowler Committee 

Communications, Department of, 7, 48-52, 
Rec. 8, 10, 113, 120, 124; Canada 
Council, 55; copyright, 98; Cultural 
Statistics Program, 50-51; film certifica- 
tion, 254, 261; Film Festivals Bureau, 
262; Film Canada, 261-262; heritage 
facilities, 121; international cultural 
relations, 316; Minister of Communica- 
HONS I Z465 1S e129 1382) los: 
Rec. 37; new technologies and arts, 
51-52; performing arts, 176, 180, 
182-183, Rec. 41; performing arts 
facilities, 177; postal rates, 7, 79, 
228-229; publishing assistance, 78-79, 
152, 201, 215-221, Rec. 49, 50, 226, 
Rec. 52, 227, 229, 261; sound record- 
ing assistance, 236, 243-246; visual 
and applied arts, 162-164; visual ar- 
tists’ income study, 154; with Federal 
Business Development Bank (FBDB), 80, 
Rec. 10, 243, Rec. 59, 245-246. See 
also Arts and Culture Branch; Cultural 
Initiatives Program 

Communications Research Advisory Board, 
51-52 

communications technology, 51-52, Rec. 8, 
67, 99, 101, 119; concerts and perfor- 
mances, 177, 182; electronic ordering 
system, 221-222, 230, 244; film, 264; 
music composition, 184; Radio Canada 
International (RCI), 329-330; 
reprography, 205-208, 243-245 

community arts, 12, 55, 97, 155; centres, 
146, 159-160; performing arts, 193; 
visual and applied arts, 144 
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community standards, 30, 34, 35-36, 
71-72, 145. See also mass culture; 
culture and social policy 

Compagnie du Centre national des Arts, 190 

composer, 83, 169, 171-172, 173-174, 
183-185, Rec. 42, 193, 240-241, 
Rec. 56; copyright, 98, 155; film, 251; 
publication, 184-185, Rec. 42, 238-239. 
See also music 

Composers, Authors and Publishers’ Associa- 
tion of Canada (CAPAC), 242 

Comptroller General of Canada, 18, 19, 126 

computer: art, 143, 145, 159; catalogue ser- 
vice, 236, 244; hardware and the ar- 
tist, 51-52, Rec. 8; learning, 221-222; 
programs, 101, 222, 115-116; ter- 
minals, 7, 244 

conceptual art, 143, 145, 149 

concert hall. See performing arts facilities 

concerts and performances, 170-171, 174, 
177-178, 184, 242 

conductor (performing arts), 169 

conflict of interest, 40; in broadcasting, 
284, 303, 308 

conservation, 77, 107, 113-114, Rec. 21, 
129; conservators, 115, 129; regional 
centres, 114. See also Canadian Conser- 
vation Institute (CCI); heritage 

Consolidated Revenue Fund (CRF), 25, 91 

Consultative Group on Canadian Archives, 
130-131 

Consumer and Corporate Affairs, Department 
of, 99; Bureau of Competition Policy, 
284; sound recording assistance, 246; 
visual and applied arts assistance, 158 

consumer magazines. See books and 
periodicals 

Contemporary Arts Centre (proposed), 
148-149, Rec. 35, 152-153, 162, 164, 
243, 266 

contemporary dance. See dance 

co-publishing, 222, Rec. 51 

copyright, 84, 90, 98-101, 144, 155-156; 
art reproductions, 155-156; fair return, 
98-99, 155-156, 202, 204-208, 244-245; 
fair use, 99-100, 155-156; industrial 
design protection, 155, Rec. 45; moral 
rights, 100, 155; release of rights, 99, 
155-156; tribunal, 99. See also author 
collectives; collectives, public lending 
rights; public use payment 

Copyright Act (1924), 98-101, 155, 205, 245 

Council for Business and the Arts in Canada: 
performing arts study, 176 

Council of Ministers of Education, 319, 
Rec. 88 
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Counselling Assistance to Small Enterprises 
(CASE), 80, Rec. 10 

counterfeiting, 245 

crafts; 111, 143, 149, 154, 156, 157, 
162-164 

“creative excellence” (judgment), 22, 28, 35, 
55, 83. See also adjudication; resource 
allocation (Canada Council) 

“creative” writers. See writing 

CRF. See Consolidated Revenue Fund (CRF) 

critics: literature, 197, 202, 204; visual and 
applied arts, 145, 149, 153, 161 

Crown corporation, 20, 23, 26-27, 125; ac- 
countability, 41, 126. See also annual 
report 

Crown Corporations Act, 22, 26-27, 40, 44 

CRTC. See Canadian Radio-television and 
Telecommunications Commission (CRTC) 

CRTC regulations, 275, 281-282, 299, 
Rec. 75; cable television, 283-284, 
303-305, Rec. 79, 80; Canadian Broad- 
casting Corporation (CBC), 288, 307, 
Rec. 83; private broadcasters, 280-282, 
288, 301, Rec. 75, 309-310, Rec. 86, 
87; telecommunications, 306. See also 
Canadian Radio-television and Telecom- 
munications Commission (CRTC) 

CTV, 278, 280, 281, 282, 283, 298, 299, 301 

Cullen, Maurice, 144 

cultural affairs officers, 322-323. See also Ex- 
ternal Affairs, Department of 

Cultural Agencies Act (proposed), 34, Rec. 1. 
See also arm’s-length mechanisms 

cultural agencies (federal), 20-34, 38, Rec. 2, 
47-51, Rec. 7; accountability, 40-41, 
Rec. 4; role, 28-29, 72; board member- 
ship, 42-45, Rec. 5; chief executive of- 
ficer, 44-45; cultural relations, interna- 
tional, 316, 320, 327; political control, 
48-49, 72 

cultural cooperation. See international 
cultural relations 

cultural diplomacy. See international cultural 
relations 

cultural industries, 31, 33, 69, 70, 80, 
Rec. 10, 89, 96; broadcasting, 274-275; 
film, 250-252; publishing, 219-221; 
sound recording, 235-236; visual and 
applied arts, 144. See also infrastruc- 
ture, arts and culture 

Cultural Initiatives Program, 28, 45, 176. See 
also Communications, Department of 

cultural products, 66-69, 338; examples, 
227-228, 288. See also customs duties, 
market 


cultural property: income tax certificate, 112, 
Rec. 19. See also Canadian Cultural 
Property Export Review Board; cultural 
products; Cultural Property Export and 
Import Act (1977) 

Cultural Property Export and Import Act 
(1977), 77, 111-112, Rec. 19 

cultural staffing. See staffing, cultural agen- 
cies; Canada Council; Public Service 
Commission 

Cultural Statistics Program. See Communica- 
tions, Department of 

culture and state, 4-6, 16-17, 30-34, 35, 
38-40, Rec. 2, 3, 75-77; heritage issues, 
124; visual and applied arts, 164-165; 
writing, publishing, 197, 200-201 

culture and democracy, 6, 8, 17-18, 68; 
educational publishing, 220-221; role of 
broadcasting, 274-275; role of sound 
recording, 235 

culture and employment, 6, 8, 64; in 
broadcasting, 288; in film, 254-255; in 
performing arts, 169; in visual and ap- 
plied arts, 164-166; in writing and 
publishing, 213-214 

culture and heritage, 36, 68, 71-72, 105; 
federal government as custodian, 72, 
77-78, 124-125, 306-307 

culture and industry, 6, 8, 32-33, 46, 64, 
69-70, 79-80; broadcasting, 274-275, 
283, 286-288; federal government as 
proprietor, 72, 74-76; film, 89, 260, 
266; performing arts, 189; publishing, 
PRG Ao 

culture and national interest, 8, 15-17, 18-19, 
58, 64-67; federal government as 
regulator, 72-74, 89-90, 272; examples 
of, 208, 214, 260, 274, 317 

culture and social policy, 9-11, 15-16, 18-19, 
31-34, 67-69; examples of, 212, 274. 
See also accessibility; community stan- 
dards; diversity, cultural 

culture, critical function of, 16-17, 31-32; ex- 
amples of, 35, 145, 251 

Culture, Minister for, 46-48, Rec. 7 

curators, 113, 115, 119-120, 153, 319-320 

CUSO. See Canadian University Service 
Overseas (CUSO) 

custodial agencies. See museum; art gallery 
(private); art gallery (public); historic 
sites; heritage; national parks 

custodian, role of government. See culture 
and heritage 

customs duties, 79, 156, 327. See also 
export-import regulations 


daily press. See newspaper industry 

Daly, Tom, 256 

dance, 169-171, Rec. 41, 181-183; Canada 
Council policy, 182-183; income of 
dancers, 173, 182; National Arts Centre 
(NAC) policy, 190-191; schools and 
training, 178-181, Rec. 40; tours, 182. 
See also artist, performing; performing 
arts 

“Dance Showcase Series,” 191. See also Na- 
tional Arts Centre (NAC) 

Davey Committee (1970), 223 

Davies, Robertson, 198 

Dawson, G.M., 105 

DBS. See Direct Broadcast Satellites (DBS) 

Declaration of Principles of International 
Cultural Cooperation, 317 

decoding unit. See satellite technology 

“democratization and decentralization.” See 
National Museum Policy (1972) 

Denmark: public use payment, 204 

Departmental corporation (Schedule B), 24, 
2627, 1267127 

Design Canada, 162-163 

designer, 100; in film, 251; performing 
arts, 169; publishing, 197 

Deutsche Grammophon, 238 

digital recording and manufacturing, 243 

dinner theatre. See theatre arts 

Direct Broadcast Satellites (DBS), 270, 285, 
290, 305 

director (film). See filmmaker 

director (performing arts), 169, 170, 174 

Discovery Train. See Mobile Exhibits 

dishes. See satellite technology 

Disney Report (1978), 83 

Disney, Russell, 83 

diversity, cultural, 9-11, 70-72, 76, 81, 
85; boards of directors, 42-44; ex- 
amples of, 93, 211, 223, 227, 308-309. 
See also accessibility; community stan- 
dards; culture and social policy; official 
languages 

documentary, 153, 252, 256, 260. See also 
National Film Board (NFB) 

domestic market. See market 

Dominion Archivist, 37, 129 

donation, private, 64, 71, 73-74, 75, 81-82, 
85-89, 91; by corporation, 88, 123, 
Rec. 27, 138, 174-175; by individual, 
86-89, 123, Rec. 27, 138, 174; cultural 
property, 112, 151; in-kind, by artist, 
83, Rec. 12, 156; political contribution, 
85; private foundation, 50, 88, 174. 
See also grants; tax 
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Donnelly trilogy, 199 

Doughty, Arthur, 106 

drama, 169, 199, 208. See also television 
programming; theatre arts; writing 

drawing, 143, 147, 149. See also visual arts 

“droit de suite,” 100-101. See also collec- 
tives; copyright 

Ducharme, Réjean, 198 

Dufresne, Diane, 236 

“dumping” practices, 67 

Dunton, A. Davidson: Report, 180 


earmarked funds, 30, 75, 91-94, Rec. 13; for 
broadcasting, 91, 273, 300, 311 

Economic Cooperation and Development, 
Organization for, 16 

economic sphere (activity), 16-17, 32-33, 63, 
64-68, 91-95, Rec. 13. See also market 

The Ecstasy of Rita Joe, 199 

editor: film, 251; print, 197, 227 

education, 31, 33, 85; definition, 16-17; 
federal-provincial relations, 57, 319, 
Rec. 88, 326; international exchange, 
325-326; schooling, 16, 57. See also art 
education; post-secondary institutions; 
public education; skill training 

electronic communications. See broadcasting; 
communications technology 

electronic distribution. See communications 
technology 

Emergency Purchase Fund. See National 
Museums of Canada (NMC) 

Employment and Immigration, Department 
of, 182, Rec. 41 

Energy, Mines and Resources, Department 
of, 124 

“envelope” system of expenditure control, 
18, 334 

environmental arts. See architecture; land- 
scape architecture; urban design and 
planning 

Environment Assessment and Review Pro- 
cess, 109 

Environment Canada. See Environment, 
Department of 

Environment, Department of, 108-109, 124, 
128-129; Minister of Environment, 108; 
Parks Canada, 7, 108-110, Rec. 17, 18. 
See also National Historic Parks and 
Sites Branch 

equity financing, 80, 253, 255, 259. See also 
Canadian Film Development Corpora- 
tion (CFDC) 
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ethnicity, 9-11, 321-322, Rec. 90, 325-326, 
Rec. 92, 327. See also Charter of 
Rights, Section 27; Third World 

excise tax: television receivers and parts, 92, 
273 

Excise Tax Act, 152 

exhibition: “blockbuster,” 78, 146; insurance, 
118-119; international, 118-119, 123, 
146, 149, 151-153, 318; See also ex- 
hibition, traveling 

exhibition rights, 156. See also collectives; 
copyright 

exhibition, traveling, 71-72, 147, 148, 
Rec. 35, 154, 157; domestic tours, 
122-123, Rec. 27; foreign tours, 153, 
318, 319-320, Rec. 89, 322, Rec. 90, 
332. See also Contemporary Arts Cen- 
tre (proposed); exhibition; National Ex- 
hibition Centres; tours, amateurs; tours, 
performance; tours, writers 

expenditure on culture. See resource alloca- 
tion; resource allocation (Canada Coun- 
cil) 

experimental theatre. See theatre arts 

Explorations (Canada Council), 55, 203 

export-import, 111-113; Inuit culture, 
325-326, Rec. 92; visual and applied 
arts, 152, 156, 157-158. See also Cana- 
dian Cultural Property Export Review 
Board; customs duties 

External Affairs, Department of, 123-124, 
148, 242, Rec. 88 to 94 and 97 to 
101, 316-340; bilateral and multilateral 
cultural agreements, 325-329, Rec. 92, 
93; concerts and performances, 
182-183, 242; “country program” 
review, 339; cultural centres, 153, 318, 
319, Rec. 88, 321, 323-325, 338; film, 
261-262, 338; foreign tours, 319-322, 
Rec. 89, 332-334, Rec. 98; Information 
Bureau, 318, 329, 330, 338; jurisdic- 
tional dispute, 337; personnel ad- 
ministration, 322-323, Rec. 91, 331, 
Rec. 97, 334, Rec. 98, 337-339; Public 
Affairs Bureau, 318, 337; Trade 
Development services, 339. See also 
Canadian International Cultural Rela- 
tions Agency (proposed); International 
Cultural Relations Bureau (Department 
of External Affairs) 


“fair return.” See copyright 

“fair use.” See copyright 

Famous Players Theatres, 252 

FBDB. See Federal Business Development 
Bank (FBDB) 

federal budget: per cent devoted to cultural 
activities, 7, 63-64, 212. See also 
resource allocation 

federal budget (November 1981), 86, 88, 
150-151 

federal building program, 164-166 

Federal Business Development Bank (FBDB), 
80, Rec. 10, 157, 215, 245. See also 
Counselling Assistance to Small Enter- 
prises (CASE) 

federal government financial controls, 23-26 

federal maritime museum (proposed), 135, 
136, Rec. 31 

federal-municipal relations, 36, 50, 57-58, 71, 
96; broadcasting, 308; heritage, 122; 
literature, 229; performing arts, 174, 
185, 193; visual and applied arts, 146, 
158-159 

federal-provincial relations, 36, 50, 57-59, 71, 
96; broadcasting, 308; heritage, 122, 
137, 138; literature, 220, 224-225, 
227-228, 229; film, 262; international 
cultural relations, 316, 318-319, 
326-327, 336; performing arts, 174, 
185, 186, 193; visual and applied arts, 
146, 154, 158-159 

“Federal Tax Issues of Concern to the Arts 
Community in Canada.” See Disney 
Report 

Félix Award, 183, 242, 332 

Fenwick, Kathleen, 106 

“festival” towns, 185 

“Festival Ottawa,” 190 

fibre optics transmission, 270 

film, 111, 149, 169, 249, 266; animation, 
249, 256; cooperatives, 260; festivals, 
262; short subjects, 76, 249, 252-253, 
256, 257, 260, 263; silent, 249; 
“talkies,” 249; three-dimensional, 256. 
See also Canadian Film Development 
Corporation (CFDC); Capital Cost 
Allowance (CCA); National Film Board 
(NFB); performing arts; video produc- 
tion 

film audience, 249-250, 266; English- 
language, 250, 253, 255; French- 
language, 250, 253, 255; North 
American mass-market, 251-252, 255 


Film Canada, 332. See also Canadian Film 
Development Corporation (CFDC); Com- 
munications, Department of 

Film Canada (proposed), 261-262, 265 

film, commercial, 36, 69, 249-250, 257-258. 
See also Canadian Film Development 
Corporation (CFDC) 

film distribution, 249-252, 254, 255, 

258, 261-262, Rec. 63; domestic, 
257-258, 261-262; foreign, 249, 
254-255, 258, 261 

film exhibition, 249-252, 263; domestic 
market, 250, 252, 253; foreign market, 
249, 258-259 

film, feature length, 249-250, 252, 

255-256; certified “Canadian,” 254, 
258-261, Rec. 61; in Canada, 251-252, 
253, 257-258; industry, 249-252; Na- 
tional Film Board (NFB) production, 
256; United States, 249-250 

Film Festivals Bureau, 262, 332 

film investment, 144, 251, 258-262, Rec. 61 
to 63; Canadian Film Development Cor- 
poration (CFDC), 253-254, Rec. 61, 
258-260, 262, 263; Capital Cost 
Allowance (CCA), 89, 254-256, 260-261, 
Rec. 62, 263, 282 

filmmaker, 99, 251, 256, 258-259, 261, 264; 
Third World, 264 

film, non-commercial. See National Film 
Board (NFB) 

film production, 69, 76, 91, 244, 250-256; 
English-language, 255, financed with 
Canadian Film Development Corpora- 
tion (CFDC), 250, 253-256, 260; financ- 
ed with Capital Cost Allowance (CCA), 
250, 254-256, 260; foreign, 249-250; 
French-language, 255; in Canada, 
251-253, 255, 257-258, 266. See also 
National Film Board (NFB) 

film promotion, 97, 251-252, 254-255, 
261-262 

film studio, 5, 251, 255, 257; United States, 
251, 207, 200 

Finance, Department of, 83, 246; Minister 
of Finance, 92-93 

Financial Administration Act (1951), 19, 20, 
23-24, 26, 34, Rec. 1, 41, 126 

Finland: public use payment, 204 

FIRA. See Foreign Investment Review Agency 
(FIRA) 

Floyd S. Chalmers Foundation, 186 

folk tales, 105 

Foreign Investment Review Agency (FIRA), 
201 

foreign market. See market 
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foreign policy, 317, 324, 330, 331, Rec. 97, 
336-337 

Fortin, Marc-Auréle, 144 

49th Parallel Gallery, 324 

Fowler Committee on Broadcasting, 277, 
287, 293 

France: “‘Apostrophes,” 231; book and 
magazine publishing, 200, 215, 224, 
231; Canadian Studies, 331; film, 266; 
sound recording, 237. See also Alliance 
francaise 

freedom: of choice, 252, 271-272; of religion, 
16; of thought and expression, 16, 
197-198, 215 

Frye, Northrop, 111 

funding. See grants; resource allocation 

future technology. See communications 
technology 


Gagnon, Clarence, 144 

Gallant, Mavis, 198 

gallery. See art gallery (private); art gallery 
(public) 

Gélinas, Gratien, 198 

general tax revenues. See tax 

Geological Survey, 105 

Germany, Federal Republic of: Akademie der 
Klinste, 332; Canadian Studies, 331; 
public use payment, 204. See also 
Goethe Institute 

Glassco Commission, 18; report, 19, 20 

Global Television Network, 278, 299 

Godbout, Jacques, 198 

Goethe Institute, 336 

Government Organization Act (1982), 22-23, 
34, Rec. 1, 41 

Governor in Council, 22, 41, 43, 44-45, 
Rec. 6, 113 

Grands Ballets Canadiens, 179 

grants, 78-85, 117, 174, 176, 193; 
acquisition, 111-112, Rec. 19, 131; ar- 
tists and writers, 83, 144, 156, 
160-161, 203-204, Rec. 44, 215; block 
grants, 216-217; capital assistance, 28, 
Sa lee eo oe lO mCOnSehva: 
tion, 114, Rec. 21, 132; discretionary, 
82-83; impresarios, 333; incentive, 83, 
172, Rec. 39; matching, 81-82, 85, 87; 
museum, 122-123, Rec. 27; publica- 
tions, 78-79, 120, 132, 208, Rec. 47, 
211-217, 225; training, 120, 132, 159, 
163-164, Rec. 37; travel, 117, 120. See 
also adjudication; resource allocation 
(Canada Council) 
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graphic design, 143, 162-164; 
designers, 143, 155, 158, 163, 164, 
243 

Graphic Designers of Canada, 164 

Group of Seven, 144 

Guild of Canadian Playwrights, 186 


Halfback scheme (Ontario), 73, 80, 92, 228, 
230-231 

hardware, 51-52. See also communications 
technology; computer; satellite 
technology; ‘‘software, cultural’; 
Telidon 

Health and Welfare, Department of, 158 

Hébert, Anne, 198 

heraldry, 136 

Heraldry Society of Canada, 136 

heritage: 31-32, 105-139, Rec. 24; arts and 
sciences, 107-108, Rec. 15, 16; 
building, 108-110, Rec. 17, 113, 115, 
117, 124, 129; collection, 105-106, 
110-113, 118; conservation, 113-114, 
Rec. 21, 118, 137; definition of, 31-32, 
105, 108, Rec. 17; dissemination of, 
116-119; exhibitions, 116-119, Rec. 23, 
137: fixed. 108, 110:8117,.129: funding, 
122-123, Rec. 27; institutions and 
facilities, 107-108, Rec. 15, 16, 21, 25, 
28, 114-116, 119, 120-122, 125-128, 
interpretation, 115, 116; movable, 108, 
109, Rec. 18, 111-113, 128-129, 
publication, 115; recognition of, 
108-110; resources, 32, 58-59, 105, 
107-110, Rec. 18. See also Canadian 
Cultural Property Export and Import 
Act; Canadian Heritage Council 
(proposed); Canadian Inventory of 
Historic Buildings; collection develop- 
ment; conservation 

Heritage Canada Foundation, 106, 110, 139, 
117, 119, Rec. 23 

heritage preservation act (proposed), 109-110, 
Rec. 18 

Hexagon, 190 

historical records. See archives; libraries 

Historic Parks program, 7 

historic sites, 46, 77, 105-106, 108-110, 
Recali7 1S aluize 29 

Historic Sites and Monuments Act (1953), 
108, 129 

Historic Sites and Monuments Board, 129 

Hollywood film industry, 249, 257-258, 266 


home recording. See taping, unauthorized 
“home record stores,” 244 
honours. See awards, prizes, honours 


Iceland: public use payment, 204 

import regulations. See export-import regula- 
tions 

impresario, 187, 191; grants, 333 

“income gap.’See performing arts 

Income Tax Act, 201, 225; corporate 
deduction, 150-151, 282; personal 
deduction, 156 

“Independent Deciding and Advisory Bodies,” 
27. See also Lambert Commission 

index of Canadian design (proposed), 164 

Indian and Northern Affairs, Department of, 
109, Rec. 18, 111, 124, 148, 325-326, 
Rec. 92 

Indian people, 11, 105, 111. See also 
Native peoples 

individual and collective responsibility, doc- 
trine of, 22 

industrial arts and crafts, 29. See also ap- 
plied art 

Industrial Design Committee, 162 

industrial design, 111, 143, 149, 162-164, 
Rec. 37; designers, 158. See also ap- 
plied arts 

Industry, Trade and Commerce Act (1969), 
163 

Industry, Trade and Commerce, Department 
of, 152, 162-163; international cultural 
affairs, 316; Office of Design Advisor, 
163; sound recording assistance, 236, 
246 

“infant industries,” 66-67 

information retrieval and display technology. 
See communications technology 

“information society,” 7 

infrastructure, arts and culture, 5-6, 145, 
146, 212, 260, 361 

instrumentalist. See music 

interim financing, 255-256 

interior design, 143, 162; designers, 158, 
162, 163-164. See also applied arts 

International Convention for the Protection of 
World Cultural and Natural Heritage, 
106 

international cultural relations, 17, 123-124, 
315-340; cultural cooperation, 317-319; 
federal-provincial relations, 318-319 
Rec. 88; role of Department of External 
Affairs, 316-317, 333, Rec. 98. See also 


Canada Council; Canadian Heritage 
Council (proposed); Canadian Interna- 
tional Cultural Relations Agency 
(proposed); External Affairs, Department 
of; International Cultural Relations 
Bureau (Department of External Affairs); 
National Museums of Canada (NMC) 

International Cultural Relations Bureau 
(Department of External Affairs), 
125-1245 318, 32032143242 384.337, 
339; Academic Relations division, 318, 
329, 330-331, Rec. 97, 332, 337-338; 
Advisory Committee on Foreign 
Cultural Relations, 320; Canadian 
Studies program, 318, 330-331, 337; 
Cultural Affairs-Arts Promotion division, 
318, 332, 338-339, Rec. 100; Historical 
division, 338; Multilateral Relations and 
Sports division, 338; Programmes and 
Cultural Agreements section, 338. See 
also External Affairs, Department of 

International Programme. See National 
Museums of Canada 

internship. See apprenticeship 

Invi iil) 105. 11 art 321 325-326: 

Rec. 92 

Inuit Cultural Institute, 111, 118 

Inuit Tapirisat, 71, 325-326 

investment, private, 72-73; film, 253-256, 
258-261; publishing, 215, 221. See also 
art market 

Ireland, Republic of: Canadian Studies, 331; 
tax exemption for artists, 84 

Italy: Canadian Studies, 331; interior design, 
165 


Japan: Canadian Studies, 331 
jazz. See music 

Jenness, Diamond, 105 

“The Journal,” 290 

juke-box operators, 100 

Juno Award, 183, 242, 332 
jury system. See adjudication 
Jutra, Claude, 256 


Kent Commission, 16, 210-211 

King, William Lyon Mackenzie, 130 

knowledge: as culture, 6-7, 139; as informa- 
tion, 6-7, 52. See also art education; 
education; public education; research, 
skill training 
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labeling, 152, 157-158 

Labyrinth pavilion. See National Film Board 
(NFB) 

Lamb, W. Kaye, 106 

Lambert Commission, 19, 22-23, 27, 
38-45; accountability, 38-39, 40-41; 
boards of directors, 38, 42-45; chief ex- 
ecutive officer, 44-45; cultural agencies, 
23-24, 27, 38; independent bodies, 27, 
38; Lambert Report, 26, 35, 38, 41 

landscape architecture, 143. 149, 162-164; 
landscape architect, 149, 158, 163 

Langevin, André, 198 

Laurence, Margaret, 198 

Laurier House Act, 130 

Layton, Irving, 198 

Lemelin, Roger, 198 

lending right. See libraries and archives; 
public lending rights. See also 
copyright 

Lévesque, Georges-Henri, 5 

libel laws, 16 

librarianship. See libraries 

libraries, 5, 18, 33, 57, 58, 77, 92, 221; 
film, 265; heritage, 105; lending right, 
93, 204-208, Rec. 45; librarianship, 
134, 197; literature, 198, 229. See also 
National Library of Canada 

licence, award and renewal of See broad- 
casting 

Lightfoot, Gordon, 236 

literature, 3, 31; Canadian content, 198-199, 
208; children’s literature, 215, 216, 
218, 230; government support for, 
200-201, 210-212; regional writing, 
211, 215, 216. See also writing 

loans: Canadian Independent Record Produc- 
tion Association (CIRPA), 242; Federal 
Business Development Bank (FBDB), 80, 
243, Rec. 59, 261; government, 81, 
Rec. 11, 214-215, 219-221. 227, 253, 
259; guaranteed, 79, 215, 219-221, 
227. subsidized, 79, 241, Rec. 55, 56 

Local Programming Leagues, 304-305, 
Rec. 80 

Logan, Sir William Edward, 105 

London (England): cultural centre, 153, 324 

lottery revenues, 52, 75, 81, 91-93. See also 
Halfback scheme (Ontario) 

Loverboy, 236 

Low, Colin, 256 
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Macoun, John, 105 

magazine, 222-227, Rec. 52; 
circulation, 222-224, distribution, 
222-224, 227, 229-231; “little 
magazine,” 200; subscription, 222-224. 
See also books and periodicals 

Maillet, Antonine, 198 

Main Estimates, 7, 20, 25-26, 39, 41, 63, 
91-94. See also parliamentary ap- 
propriation 

Manitoba: Arts Council, 33; broadcasting, 
307; literature, 199 

MAP. See Museum Assistance Programmes 
(MAP) 

map collection. See National Library of 
Canada; Public Archives of Canada 

Marché international du disque et de 1’édi- 
tion musicale (MIDEM), 242 

market, 64-70, 78-85, Rec. 11, 96; definition, 
65; domestic, 66-69, 84; for film, 
251-252. 257-258, 261-262, Rec. 63; 
for publications, 197-198, 204, 
214-215, 218; for sound recording, 
238-241, Rec. 55, 242-243, Rec. 58; 
for visual and applied arts, 144, 
146-153, Rec. 35, 36, 157, 165; 
research, 97; role of Department of Ex- 
ternal Affairs, 317-318, 332-334; supply 
and demand, 65-66, 69-70. See also 
marketing and promotion organization 
(proposed) 

Marketing and Promotion Organization 
(proposed), 79, 85, 95-97, Rec. 14, 338; 
literature, 230-231; performing arts, 
177; visual and applied arts, 144, 
152-153 

mass culture, 68-70; broadcasting, 
279-280,.281, 291: filmy 25122252, 255. 
257; publications, 200, 229, Rec. 53. 
See also mass media 

Massey-Lévesque Commission, 46, 53, 

105, 148; definition of culture, 17; film, 
249, 263; heritage, 133; international 
relations, 316, 326, 329; literature, 198, 
199; Massey-Lévesque Report, 5, 53, 
133, 198; performing arts, 170; visual 
arts, 144-145 

Massey, Vincent, 5 

mass media, 17-18, 222, 225; importance for 
visual and applied arts, 153. See also 
mass culture 

master tapes, 242 

Medical Research Council, 26; international 
cultural relations, 316 


Métis, 111 

MGM-United Artists, 257 

micro chips, 244 

microfilm, 134-135. 

MIDEM. See Marché international du disque 
et de |’édition musicale 

Milne, David, 144 

minimal art, 149 

ministers (federal government), role of, 18-19, 
29-30, 34-35, 45-48, Rec. 7; appoint- 
ment of cultural agency boards, 42-45, 
Rec. 5, 6; appointment of cultural 
agency executive officers, 44, 45; 
broadcasting policy, 37-38; capital pro- 
jects funding policy, 24, 41; heritage 
policy, 36-37; international relations 
policy, 337; ministerial direction, 20-23, 
25-26, 28, 35-37, 40-41. See also policy 
coherence 

Ministry of State for Social Development, 
316 

minorities. See community standards; diversi- 
ty; ethnicity 

Miron, Gaston, 198 

Mitchell, W.0., 198 

Mobile Exhibits, 117, 137. See also National 
Programmes 

modern dance. See dance 

Moncton, Université de, 328 

Moffat Award, 242 

Montreal: Arts Council, 175; ballet, 181-182: 
Canadian Music Centre, 184; Centre 
d’essai des auteurs dramatiques, 
185-186; literature, 199; National Film 
Board (NFB) facility, 256; National 
Theatre School, 180-181, Rec. 40; 
Télécable Videotron, 284, 285; visual 
arts, 145 

Montreal Symphony Orchestra, 189, 238, 
321 : 

Montreux International Jazz Festival, 183 

“moral rights.” See copyright 

Morrice, James Wilson, 144 

motion picture theatre. See performing arts 
facilities 

movies. See film 

movie theatre. See performing arts facilities 

Mowat, Farley, 198 

multiculturalism, 9-11, 321-322, Rec. 90; 
policy (1971), 10-11; Multiculturalism 
Program, 10, See also ethnicity; diver- 
sity, cultural 

Murray, Anne, 236 


museum, 33, 57, 123; heritage, 77, 105, 
O71 OSs RECS 16. TOMS) 1/5: 
museology, 113-114, 119; museum 
technician, 120; resources, 72-73, 
77-78, 95-96, 122-123; visual and ap- 
plied arts, 146-148. See also art gallery 
(public); Canadian Heritage Council 
(proposed); National Museums of 
Canada (NMC) 

Museums Act (1968). See National Museums 
of Canada (NMC) 

Museum Assistance Programmes (MAP), 108, 
Rec. 16, 115, 117, 119-121, Rec. 23, 
25, 127, 137, 146. See also National 
Programmes 

music, 3, 31, 169; Banff festival, 179-180; 
Braille materials, 184; Canadian con- 
tent, 236-239, Rec. 54, 244, 322-: 
choral music, 183; composition, 
183-185, Rec. 42, 239; international 
relations, 322, Rec. 90; musician, 68, 
97, 169, 174; performing arts, 183, 
322; popular music, 183, 236-238; 
royalties, 239, 244-245; schools, 
179-180; “serious” music, 171, 183, 
185, 238, 241; societies, 183; sound 
recording, production, distribution and 
marketing, 239-241, Rec. 55 to 58. 
See also market; performing arts; skill 
training 

musical theatre. See theatre arts 

music collection. See National Library of 
Canada; Public Archives of Canada 
(PAC); Toronto, University of 

MacKenzie, Norman, 5 

Maclean’s, 153, 225 

MacLennan, Hugh, 198 

McCurry, H.O., 106 

McGarrigle, Kate and Anna, 236 

McLaren, Norman, 256 


NAC. See National Arts Centre (NAC) 
National Aeronautical Collection, 121, 125. 
See also National Museums of Canada 


(NMC) 

national aquarium (proposed), 135-136, 
Rec. 31 

national arboretum (proposed), 135-136, 
Rec. 31 
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National Archival Records Commission 
(proposed), 131-132, Rec. 30 

National Arts Centre Theatre Company, 
190-191 

National Arts Centre (NAC), 20-21, 24-25, 26, 
74-76, 189-193; attendance figure, 189; 
international cultural relations, 316, 
319-320, 323, 336; mandate, 189, 
191-192; personnel administration, 39, 
323; political control, 35, 38-39; pro- 
duction, 73, 75-77, 191-192; revenues, 
76, 174-175, 191, 192, Rec. 43. 

National Arts Centre Orchestra, 189-190, 
192, Rec. 43 

National Association of Broadcast Employees 
and Technicians, 277 

National Ballet of Canada, 179, 335 

National Ballet School, 181, Rec. 40 

National Book Festival, 228-229 

national botanical garden (proposed), 
135-136, Rec. 31 

National Capital Commission. See National 
Capital Region 

National Capital Region, 107, 110; Art Bank 
collection, 147; built heritage, 110; Na- 
tional Arts Centre (NAC), 76, 189-193; 
National Capital Commission (NCC), 
110, 124, 149; National Museums of 
Canada (NMC), 118, 126, 127-128, 
Rec. 28, 148, Rec. 35 

National Collection of Contemporary Indian 
Art, 111, 149. See also National 
Museum of Man 

National Defence, Department of, 110 

National Design Council, 162-163 

National Design Council Act (1960), 163 
Rec. 37 

National Endowment for the Arts and 
Humanities (USA), 73 

National Exhibition Centres, 122-123, 
Rec. 27, 125, 146. See also National 
Museums of Canada (NMC) 

National Film Board (NFB), 20-22, 24-25, 
27, 73-76, 124, 256-257, 262-266, 
Rec. 64; Canadian Government Photo 
Centre, 265; “Challenge for Change,” 
256; film distribution and promotion, 
256, 261-262, Rec; 63;°263, 265, 329, 
332, 338; film library, 265, 297; film 
procurement, 36, 256, 264-265; film 
production, 36, 153, 249, 253, 256, 
263-264, Rec. 64; hand-held camera, 
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256; international cultural relations, 
316; Labyrinth pavilion, 256; mandate 
of, 256, 263; personnel administration, 
38-39, Rec. 3; Photo Gallery, 265; 
Photothéque, 265; political control, 35, 
36; political influence, 35-36; relation- 
ship to Canadian Film Development 
Corporation (CFDC), 261; research and 
training, 256, 263-264, 306; revenues, 
76, 251, 263; Special Operating Ac- 
count, 25; Still Photo Division, 149, 
266; still photography, 266; Studio D, 
256; Third World countries, 264, 328 

National Gallery of Canada, 125; advisory 
committee, 43; collection, 111, 148, 
Rec. 35; facilities, 121-122, 148, See 
also National Museums of Canada 
(NMC) 

National Historic Parks and Sites Branch, 
(OOSReEGa1S iS iS. lala aD) 
Rec. 23, 124, 128-129 

National Indian Arts and Crafts Corporation, 
164 

National Industrial Design Council, 163 

National Inventory, 108, Rec. 16, 115-117, 
Rec. 22, 119, 125, 127, 137. See also 
National Programmes 

National Librarian, 37, 133-134 

National Library Advisory Board. See Na- 
tional Library of Canada 

National Library of Canada, 24, 45, 128, 
133-135; accountability, 40; Advisory 
Board, 133-134; bibliographic network, 
119, 133-134; Canadiana, 133, 134; 
facilities, 121-122, Rec. 26, 132-133; 
financial administration, 39; interna- 
tional cultural relations, 316; jurisdic- 
tional dispute, 133; map collection, 29, 
133; music collection, 29, 133; political 
control, 37; union catalogue, 133 

National Museum of Man, 105, 125, 149; 
facilities, 121-122. See also National 
Collection of Contemporary Indian Art; 
National Museums of Canada (NMC) 

National Museum of Natural Sciences, 106, 
125; facilities, 121-122, Rec. 26. See 
also National Museums of Canada 
(NMC) 

National Museum of Science and 
Technology, 125; facilities, 121-122, 
Rec. 26. See also National Aeronautical 
Collection; National Museums of 
Canada (NMC) 

National Museum Policy (1972), 106, 115, 
TO 18s 12551.285136-137, 


National Museums of Canada (NMC), 20-23, 
24, 36-37, 39, 106-108, Rec. 16, 
110-124, Rec. 21 to 23, 25, 26, 
125-128, Rec. 28, 146; advisory com- 
mittees, 43; Emergency Purchase Fund, 
125; international cultural relations, 
123, 320, 338; International Pro- 
gramme, 117, 123; mandate, 37, 125, 
135, 137; personnel administration, 24, 
40, 126-128, Rec. 28; political control, 
36-37, 126; resource allocation, 25, 27, 
39, 106, 114, 126-128, Rec. 28; 
Secretary General, 45, 115, 116, 126; 
Special Purchase Account, 25, 127. See 
also Associate Museums; Contem- 
porary Arts Centre (proposed), National 
Exhibition Centres; National Gallery of 
Canada; National Museum of Man;. Na- 
tional Museum of Natural Sciences; Na- 
tional Museum of Science and 
Technology; National Programmes 

National Music School, Canada Council 
study, 180 

national parks, 18, 46, 73, 77. See also 
historic sites 

National Programmes, 108, Rec. 16, 
113-117, 123, 126; as part of the Cana- 
dian Heritage Council (proposed), 127, 
137. See also Canadian Conservation 
Institute (CCI); Canadian Heritage Coun- 
cil (proposed); International Programme; 
Mobile Exhibits; Museum Assistance 
Programmes (MAP); National Inventory; 
National Museums of Canada (NMC) 

National Research Council (NRC), 224; inter- 
national cultural relations, 316 

National Revenue, Department of, 156 

National Theatre School of Canada, 180-181, 
Rec. 40 

National Voluntary Organizations, 86. See 
also volunteers 

National Youth Orchestra, 179 

national zoological garden (proposed), 
135-136, Rec. 31 

Native peoples, 11, 46, 72, 321, 328. See 
also Indian people; Inuit 

Native peoples’ art, 11, 111, 149, 321, 322, 
Rec. 90 

Natural Sciences and Engineering Research 
Council, 224 

NBC television. See television programming; 
United States 

Neatby, Hilda, 5 

Netherlands: public use payment, 204 


New Brunswick, 199; Radio Canada Interna- 
tional (RCI) transmitter, 329 

Newfoundland, 57 

Newman, Sidney, 256 

New Play Centre, 185 

newsmagazines. See books and periodicals 

newspaper, 223, 317; industry, 210. See also 
books and periodicals; Kent Commis- 
sion 

newsstands. See magazine 

new technology. See communications 
technology 

New Zealand: public use payment, 204 

NFB. See National Film Board (NFB) 

Niagara-on-the-Lake, 185 

NMC. See National Museums of Canada 
(NMC) 

nonfiction writers. See writing 

Norman Mackenzie Art Gallery, 138 

Northern Service, 275, 294-295. See also 
Canadian Broadcasting Corporation 
(CBC) 

Northwest Territories, 109, Rec. 18, 
117-118, 275; broadcast satellite ser- 
vice, 305 

Northwest Territories Archaeological Sites 
Regulations. See Northwest Territories 
Act 

Northwest Territories Act, 109, 118 

Norway: public use payment, 204 

Nova Scotia Designer Craftsmen, 157 

Nova Scotia, 199; Rural Industries Program, 
157 


Odeon Theatres, 252 

Office of Design Advisor. See Industry, Trade 
and Commerce, Department of 

official languages, 9-11, 40, 321; Commis- 
sioner of Official Languages, 321; Offi- 
cial Languages Minorities program, 7; 
use by Canadian Broadcasting Corpora- 
tion (CBC), 274, 275-276; use in film, 
249, 253, 255; use in heritage publica- 
tions, 120; use in international cultural 
relations activities, 321, 326; use in Na- 
tional Arts Centre (NAC) programs, 190; 
use in publishing, 199-200, 202, 218, 
221, 222; use in writing, 199, 202, 
210. See also diversity, cultural 

Official Languages Act, 22, 40 

omnibus act (cultural agencies). See Cultural 
Agencies Act (proposed) 
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1% program. See Public Works, Department 
of 

Ontario, 10; publishing, 199, 201, 214, 
219-220; resource allocation, 73; visual 
and applied arts, 156, 159. See also 
Halfback scheme (Ontario) 

Ontario Arts Council, 57, 156, 214 

Open Letter, 221 

opera, 183, 192; “Festival Ottawa,” 190. See 
also performing arts 

orchestra, 170, 183-184; skill training, 
179-180; state-owned, 73, 75. See also 
performing arts 

Orchestre des jeunes du Québec, 179 

Orchestre Symphonique de Montréal. See 
Montreal Symphony Orchestra 

order-in-council, 22, 45; Public Archives of 
Canada, 37 

Ottawa. See National Capital Region 

Ouimet, Alphonse, 291 


PAC. See Public Archives of Canada (PAC) 

Painters Eleven, 145 

painting, 3, 143, 144-145, 147, 162, 198; 
painter, 96, 98, 143. See also visual 
art; artist, visual 

panel. See adjudication 

paper: conservation of, 113, 134; cost of, 
223 

Paradise, 251 

Paramount Pictures, 257 

Paris: cultural centre, 153, 324; Unesco head- 
quarters, 326 

Parks Canada. See Environment, Department 
of, 

Parliament: cultural policy direction, 15, 21, 
95; members of, 42; parliamentary 
caucus, 44; parliamentary system, 
17-18, 91-92. See also Lambert Com- 
mission; Main Estimates; ministers 
(federal government), role of; 
parliamentary appropriation 

parliamentary appropriation, 29-30, 35, 41, 
91; Canada Council, 55-57, Rec. 9, 188; 
Canadian Broadcasting Corporation 
(CBC), 276, 277; National Film Board 
(NFB), 264; National Museums of 
Canada (NMC), 126-128, Rec. 28. See 
also Main Estimates 

Participaction program, 68 

patron, role of government. See public 
patron 
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pay-television, 76, 93, 193, 252, 258, 284, 
302; pay-per-channel, 270, 301; pay- 
per-program, 270, 301; performing arts, 
173; programming, 272, 283-284, 299. 
See also broadcasting; cable; television, 
commercial 

PBS. See broadcasting, public (United States) 

Pearson, Lester B., 130 

performance, amateur, 170, 321-322, 

Rec. 90. See also tours, amateurs 
performance art, 143, 145, 149, 150 
performing arts, 31-34, 46-47, 67-68, 144, 

169-193; audience development, 71, 
95-97, 177-178, 183-184; board 
membership, 175-176; creation, produc: 
tion, promotion of new Canadian 
works, 171-172, Rec. 39; “recovery 
ratio,” 172-173; revenue, 82-83, 97, 
174-175, 186-188; role of National Arts 
Centre (NAC), 76, 189-193; seed money, 
188; skill training, 52, 178-181, 
Rec. 40; state-owned company, 73, 74; 
unions, 174. See also artist and au- 
dience; artist, performing; broadcasting; 
concerts and performances; dance; film; 
music; performing arts facilities; theatre 
arts; sound recording 

performing arts facilities, 5, 170, 177; film 
theatres, 91, 251-252, 262; performing 
arts, 170, 177 

Performing Arts Venture Capital Fund, 188 

Performing Rights Organization of Canada 
(PROCanada), 242 

Perspectives, 153 

philanthropy. See donation, private 

Photocommuniqué, 153 

photocopying, 84-85, 100-101, 204-205. See 
also copyright; public use payment 

Photo Gallery. See National Film Board (NFB) 

photography, 111, 143, 145, 147, 149; 
photographers, 99, 101, 155, 158 

Photothéque. See National Film Board (NFB) 

piracy. See taping, unauthorized 

Place des Arts, 237 

Planning and Expenditure Management 
System, 311. See also “envelope” 
system of expenditure control 

playwright. See theatre arts 

Playwrights Canada, 185 

poetry, 99, 199-200, 202, 207, 215 

Poirier, Anne-Claire, 256 

policy coherence, 8, 18-19, 20-21, 34-35, 
Rec. 1; in film, 258; in performing arts, 
193; in publishing, 217-219, Rec. 50; 
role of Department of Communications, 
48-53, Rec. 8; role of Department of 
External Affairs, 324-325 


political affairs officers, 323. See also Exter- 
nal Affairs, Department of 

political parties, 18 

Polygram, 238 

Porky’s, 251 

Postal Museum, 138. 

postal rates, 52, 79, 223, 225, 228-229 

post-secondary institutions, 5, 16, 84, 
119-120; Canadian Studies, 318, 331; 
literature, 209; performing arts, 178; 
role in the community, 70; visual and 
applied arts, 145, 158, 164 

post-television age, 200 

preservation. See conservation 

pricing policy. See box office 

Prince of Wales Northern Heritage Centre, 
109, 118 

printers (publishing), 197, 219-222; printing 
companies, 225. See also books and 
periodicals 

printmaking, 143, 145, 147, 151-152; label- 
ing, 152; printmakers, 143, 158 

Privacy provisions. See Access to Information 
Act 

private foundations. See donation, private 

Privy Council Office, 121 

prizes. See awards, prizes, honours 

PROCanada. See Performing Rights Organiza- 
tion of Canada (PROCanada) 

production, semi-professional. See perfor- 
mance, amateur 

professionalism. See artist, professional 

programming, Canadian Broadcasting Cor- 
poration (CBC), 77, 249, 273, 274-280, 
288-297, Rec. 67 to 70; arts and 
culture, 153, 184, 231, 276, 277-278; 
Canadian content, 183, 230, 276, 289; 
in both official languages, 274, 
296-297, Rec. 71; local and regional, 
295-296; news and public affairs, 35, 
256-257, 279, 294. See also CBC radio, 
CBC television 

promotion, cultural. See Marketing and Pro- 
motion Organization (proposed) 

Proprietary corporation (Schedule D), 23-24, 
26527 

public affairs programming. See programm: 
ing, Canadian Broadcasting Corporation 
(CBC) 

Public Archives of Canada (PAC), 24, 106, 
128, 129-132; audio and video ar- 
chives, 297-298, Rec. 73; Central 
Microfilm Unit, 129; collections 
management, 115, 129, 132; facilities, 
121-122, Rec. 26, 29, 131-132: finan- 
cial administration, 39; international 
cultural relations, 316; jurisdictional 


dispute, 59, 132; map collection, 29, 
132; music collection, 29, 132; National 
Film Board (NFB) film library, 132, 265, 
298; political control, 37; Records 
Management Branch, 129. See also 
Dominion Archivist; National Archival 
Records Commission (proposed) 

Public Archives of Canada Act (1912), 37, 
A295150/"132) Reco 29 

public commission. See purchases and com- 
missions 

public education, 9, 16, 18, 57, 229; educa- 
tional publishing, 220-221, 228; perfor- 
ming arts, 178-180; role of National 
Film Board (NFB), 263, Rec. 64, 264; 
visual and applied arts, 145, 154, 159, 
160. See also art education, artist and 
audience; education; skill training 

public hearings, Canadian Radio-television 
and Telecommunications Commission 
(CRTC), 38, 286 

public interest, 18; public interest groups, 17, 
30. See also service organizations 

public lending rights, 204-208, Rec. 45. See 

also author collectives; copyright 

public patron, 58, 65, 72-73, 78-85; exam- 
ple of, 164-166 

public purchase. See purchases and commis- 
sions 

Public Records Order (1966), 37, 129 

public service, 25, 39-40, 127. See also staff- 
ing, cultural agencies 

Public Service Commission, 18, 20, 24, 
126-127. See also staffing, cultural 
agencies 

Public Service Employment Act, 20, 24-25, 
39, 126. See also staffing, cultural 
agencies 

Public Service Staff Relations Act, 20, 24-25, 
39, 126. See also staffing, cultural 
agencies 

public use payment, 204-208. See also 
author collectives; collectives; copyright 

Public Works, Department of, 18, 110; 
1% program, 147, 166 

publishing, 5, 33, 69, 197-203, 210-227, 
230-231, Rec. 44 to 53; and applied 
artists, 155; art, 144, 145, 146, 149, 
153-154; book, 213-222; business 
press, 211; Canadian-owned publishing 
house, 211-216; educational and 
scholarly press, 200, 211; English and 
French language, 199-200, 202, 208, 
213, 221-222, 231; foreign market, 
332; magazine, 222-227; music, 
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184-185; profitability, 203, 214, 
216-217; public support for, 210-212; 
resource allocation, 201, 219-227; 
“trade” house, 199. See also advertis- 
ing; book; books and periodicals; 
copyright; literature; magazine; writing 

puppetry. See theatre arts 

purchases and commissions (public), 78, 85, 
164-166, Rec. 38 


Quebec, 70; provincial conservatory system, 
179; record industry, 237; writing and 
publishing, 201, 214, 219, 227, 231 

Queen’s University, 120 

Quest for Fire, 251 

“Quiet Revolution,” 10 

Quill & Quire, 219 

quota. See Canadian content 


“rack-jobber,” 241 

radio broadcasting. See broadcasting; broad- 
casting, radio; CBC radio; Radio Canada 
International (RCI); radio programming; 
radio station, private 

Radio Canada International (RCI), 241, 275, 
295, 316, 329-330, Rec. 95, 96; 
foreign marketing, 241, 332-333. See 
also Canadian Broadcasting Corpora- 
tion (CBC) 

radio station, private, 280-283, 299, 308-310, 
Rec. 86, 87; AM radio, 280-281, 308; 
campus-run radio, 309-310, Rec. 86; 
community radio, 309-310; employ- 
ment, 281; FM radio, 280-281, 308; 
programming, 153, 308-309; revenues, 
281 

radio programming, 77, 236-239, Rec. 54; 
promotion, 95-97. See also Canadian 
Radio-television and Telecommunica- 
tions Commission (CRTC); programming, 
Canadian Broadcasting Corporation 
(CBC); radio station, private 

Radio-Québec, 279, 308 

Rank Organization of London, England, 252 

rationalization. See policy coherence 

RCI. See Radio Canada International (RCI) 

Reader’s Digest/Sélection du Reader's 
Digest, 225 

reading, 197, 217, 227-231; reader, 197, 
199, 200, 212, 225, 227-231, Rec. 53. 
See also artist and audience; books 
and periodicals; postal rates; writing 
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Reaney, James, 199 

record clubs, 240. See also sound recording 
industry 

recordings. See sound recording 

recording studio. See sound recording 

record jacket, 97, 243 


record production industry. See sound record- 


ing industry 

records, gold and platinum, 237 

record stores, 241 

regionalism, 9, 10, 30, 70-71, 72; in broad- 
casting, 305; in heritage, 118; in 
literature, 199-200, 211, 215, 216; in 
the visual and applied arts, 151, 157, 
161. See also community standards; 
diversity; tours, amateur; tours, perfor- 
mance; tours, writer; exhibitions, 
traveling 

Regina, 138 

Regina Five, 145 

regulator, role of government. See culture 
and national interest 

release of rights. See copyright 

repertory theatre. See theatre arts 

“reprography revolution.” See photocopying 

research, 48, 78; applied arts, 166; 
conservation, 115-116, Rec. 22; defini- 
tion of, 51; heritage, 108-109, 114-116, 
Rec. 22; publishing, 218-219; role of 
Department of Communications, 48-52; 
role of National Film Board (NFB), 
263-264; role of Statistics Canada, 
50-51. See also Canadian Institute for 
Historical Microreproductions; Social 
Sciences and Humanities Research 
Council (SSHRC) 

resource allocation, 7, 20-21, 29-30, 39, 
47-48, 63-94, Rec. 10 to 13; definition 
of, 63; federal expenditure on culture, 
63-64; government as catalyst, 72, 
85-89; government as custodian, 72, 
77-78; government as patron, 72, 
78-85, Rec. 10 to 12; government as 
proprietor, 74-76; government as 
regulator, 89-90; government interven- 
tion, 72-74; Gross National Expenditure 
on culture, 63. See also grants, 
resource allocation (Canada Council) 

resource allocation (Canada Council), 29-30, 
38-39, 53-57, Rec. 9, 64-65, 71, 
160-161, 186-189, 311; artist-run cen- 


tre, 146, 149, 159-160; Arts Award Ser- 


vice, 186; book publishing, 152, 211, 


213-218, 229; choreography, 172; com- 
pensatory grants, 100-101; crafts 
grants, 161; dance policy, 182-183; 
discretionary grants, 82-83, 201; exhibi- 
tion grants, 147, 156; film, 251, 253, 
260, 263; heritage grants, 134; incen- 
tive grants, performing arts (proposed), 
172, Rec. 39; magazine publishing, 
225-227; music recording, 238, 245; 
performing arts, 170, 181, Rec. 40, 
186-189; Performing Arts Venture 
Capital Fund, 188; visual arts grants, 
147, 152, 160-161; writing grants, 154, 
172, 201, 209-210, Rec. 48. See also 
Canada Council; Communications, 
Department of; Federal Business 
Development Bank (FBDB); resource 
allocation 

Restigouche Gallery, 121 

restoration (heritage buildings), 88-89, 124, 
165-166, Rec. 38 

Revenue Canada. See National Revenue, 
Department of 

Richler, Mordecai, 198 

Rideau Hall, 128 

risk ventures, 69-70, 80, Rec. 10; in 
publishing, 212-220, Rec. 49, 50. See 
also Counselling Assistance to Small 
Enterprises (CASE); Federal Business 
Development Bank (FBDB) 

Roberts, John, 21, 22 

Royal Architectural Institute of Canada, 164 

Royal Commission on Financial Management 
and Accountability. See Lambert Com- 
mission 

Royal Commission on Government Organiza- 
tion. See Glassco Commission 

Royal Commission on National Development 
in the Arts, Letters and Sciences. See 
Massey-Lévesque Commission _ 

Royal Commission on Newspapers. See Kent 
Commission 

Royal Conservatory of Music of Toronto, 179 

Royal Ontario Museum, 70, 111, 119 

Royal Winnipeg Ballet, 179 

Roy, Gabrielle, 198 

Rush, 236 

Ryga, George, 199 


Saint Mary’s University Art Gallery, 122 
sales tax, federal, 151-152, 156 


Saskatchewan, 33 

Saskatchewan Arts Board, 33 

satellite technology, 6, 51, 270, 285, 295, 
301-302, 305-307, Rec. 81; decoding 
unit, 270; dishes, 270, 274; transmis- 
sions, 102, 274, 275, 284, 290, 306. 
See also Anik satellite; Direct Broadcast 
Satellites (DBS) 

Saturday Night, 153 

Scandinavian design, 165 

Schedule B corporation. See Departmental 
corporation 

Schedule C corporation. See Agency corpora- 
tion 

Schedule D corporation. See Proprietary cor- 
poration 

scholarship, 31, 111, 134-135, 225; scholars, 
53, 200, 204, 331. See also Canadian 
Studies; knowledge; Social Sciences and 
Humanities Research Council (SSHRC) 

scholarly journals. See books and periodicals 

Science Council of Canada, 7 

screenwriter. See writing 

scriptwriter. See writing 

sculpture, 143, 145, 147, 149; sculptor, 143, 
158, 162. See also visual art 

Secretary of State, Department of the, 21, 
46, 48, Rec. 7, 83; film, 254; heritage, 
121; literature, 201; visual and applied 
arts, 159, 160. See also Arts and 
Culture Branch; Communications, 
Department of; multiculturalism 

Select Records, 237 

Senate Committee on National Finance, 110 

service organizations, 5, 12, 49-50; film, 
261; heritage, 120-121, Rec. 25; inter- 


national cultural relations, 319; perform- 


ing arts, 170, 184, 193; role of Na- 
tional Museums of Canada (NMC), 37; 
visual and applied arts, 144, 155, 157, 
158, 160, 164; writing and publishing, 
202, 209. See also volunteers 

Service universitaire canadien outre-mer 
(SUCO). See Canadian University Service 
Overseas (CUSO) 

Shannon, Kathleen, 256 

Shastri Indo-Canadian Institute, 331 

showcasing the arts, 191-192, Rec. 43. See 
also National Arts Centre 

skill training, 32-33, 84; broadcasting, 
295, 304; film, 264, 295; heritage 
management, 119-121, Rec. 24, 25; 
literature, 83, 209-210, Rec. 48; perfor- 
ming arts, 170, 178-181, Rec. 40, 182; 
visual and applied arts, 158. See also 
apprenticeship; artist-in-residence 
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Social Sciences and Humanities Research 
Council (SSHRC), 20, 24, 26, 50, 53, 
130-131, 327; Access to Information 
Act, 40; chief executive officer, 45; in- 
ternational cultural relations, 315, 336; 
personnel administration, 39-40, 

Rec. 3; political control, 35, 38-39; 
resource allocations, 30, 38, 51, 134, 
AO, AO, AAV, Zl, Ze! 

Society of Graphic Designers of Canada, 164 

“software, cultural,” 52 

songwriters, 240 

sound recording, 67, 95-97, 235-246; au- 
dience for, 169, 235-236, 239, 240: 
Canadian content, 89, 236-237, 

Rec. 54; equipment, 243-244, Rec. 59, 
256; studio, 5, 240, 243, 251. See also 
performing arts; sound recording in- 
dustry 

sound recording industry, 69, 90, 236-246, 
Rec. 54 to 60; Canadian Broadcasting 
Corporation (CBC) distribution, 241-242, 
Rec. 57; Canadian-owned companies, 
240; English and French language 
market, 237, 240, 332; marketing and 
promotion, 241, 242-243, Rec. 57, 58, 
60, 332; mass market and specialized 
market, 237-239; production, stimula- 
tion of, 243-245, Rec. 60; subsidy to, 
81, 89, 93, 241, Rec. 55, 56. See also 
performing arts; sound recording; Stan- 
dard Broadcasting; Canadian Music 
Centre; market 

Speaking of Our Culture, 320 

Special Senate Committee on Mass Media 
(1970). See Davey Committee (1970) 

SSHRC. See Social Sciences and Humanities 
Research Council (SSHRC) 

staffing, cultural agencies: administration 
24-25, 38-40, 199-120; budget, 25-26, 
39-40, 41. See also National Museums 
Corporation (NMC) 

Standard Broadcasting, 242 

standards and criteria, 29-30, 38-40; Canada 
Council, 35, 38-39; Canadian Broad- 
casting Corporation (CBC), 35-36, 38-39; 
Canadian Film Development Corpora- 
tion (CFDC), 38-39; Canadian Heritage 
Council (proposed), 36; Social Sciences 
and Humanities Research Council 
(SSHRC), 35, 38-39 

“star” system, 69, 96-97, 254-255 

Statistics Canada, 50-51; broadcasting, 51, 
280-281; film, 257-258; performing 
arts, 170, 173; writing and publishing, 
212, 213, 214, 228. See also Com- 
munications, Department of 
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Still Photo Division. See National Film Board 
(NFB) 

Stratford Festival, 185 

Studio D, 256 

subsidy: culture, 67, 78-85, Rec. 10 to 12; 
film, 258-262; performing arts, 144; 
publishing, 73, 93, 211-221; sound 
recording, 93, 241, Rec. 55, 56. See 
also resource allocation 

SUCO. See Canadian University Service 
Overseas (CUSO) 

Summary of Briefs and Hearings, 3, 70, 178 

superculture. See mass culture 

Supply and Services, Department of: Cana- 
dian Government Publishing Centre, 
222; co-publishing program, 201, 222, 
Rec. 51; film procurement, 264-265; 
still photography, 265 

surcharge on blank tapes. See blank tape 
levy (proposed) 

surrealists, 145 

Surveyor, Arthur, 5 

Sweden: public use payment, 204 

Switzerland: Montreux International Jazz 
Festival, 183 

Syndicat des techniciens du réseau francais, 
Ze 


taping, unauthorized, 84-85, 92, 101, 
244-245, 270; tax on blank tapes, 92, 
244, 311. See also copyright; 
videocassette levy (proposed) 

taste. See community standards 

tax: capital gains, 85-86, 156, 260, Rec. 62; 
credit for donations, 71, 81, 85-89, 91, 
112, 156; depreciation allowance, 
150-151; excise, 92, 273; exemption, 
84; expenditures, 64, 71, 86-88; 
revenues, 75, 91, 94-95, Rec. 13; sales, 
151-152, 156; shelter, 89, 250, 
254-256, 283. See also donation 
private; earmarked funds; resource 
allocation; tax incentive; tax law 

tax incentive, 64, 71-72, 73, 81, 86-91, 112; 
broadcasting, 283; film, 89, 250, 
254-256, 261; private foundation, 89; 
publishing, 220; visual and applied 
arts, 151, Rec. 36. See also donation, 
private; earmarked funds; resource 
allocation; tax; tax law 

tax law, 12, 16, 46, 64, 71, 78-81, 85-86, 
144; broadcasting, 93-94, 282-283, 


310; film, 89, 250, 254-256; visual and 
applied arts, 83-84, 150-151, 155, 156; 
writing and publishing, 225-226; United 
States, 73, 82-83, 86. See also dona- 
tion, private; earmarked funds; tax; tax 
incentives; resource allocation 

Tax Reform Committee. See National Volun- 
tary Organizations 

Télécable Vidéotron, 284 

teleordering, 218, 221-222. See also com- 
munications technology 

Telesat Canada, 285 

television broadcasting. See broadcasting; 
cable; CBC television; pay-television; 
television, commercial; television pro- 
gramming 

television, commercial, 273, 281-288, 
299-305; employment, 281; program- 
ming) 777°153,192-193; 278)280,283, 
299-301, Rec. 75, 76, 303; revenues, 
69, 76, 281, 299-301, Rec. 75, 76. See 
also advertising; cable; Canadian con- 
tent; Canadian Radio-television and 
Telecommunications Commission 
(CRTC); pay-television; television pro- 
gramming 

television programming, 119, 223, 237, 
249-250, 257, 270-294, Rec. 65 to 69, 
299-308, Rec. 75 to 81; arts and 
culture, 119, 292; “balanced program- 
ming,” 273; children’s shows, 292; 
comedy, 273, 292; commercials, 77, 
252, 256, 278-280; drama, 256, 273, 
280, 292; educational, 279, 308; 
English-language, 250, 280, 281, 292; 
federal policy, 6, 8, 273; federal policy, 
6, 8, 273; French-language, 280, 281, 
292; local, 292, 295-296, 303-305, 
Rec. 80; National Film Board (NFB) pro- 
ductions, 263; news and public affairs; 
269, 273, 292: production, 91-92, 244, 
Rec. 60, 257, 260, 285, 293, Rec. 67; 
promotion, 95-97; “single national 
system,” 273; “specials,” 280, 286, 
292; sports, 273, 280, 291; United 
States influence, 6, 250, 273; variety 
shows, 273, 280, 292; viewing time, 6, 
280. See also advertising; cable; Cana- 
dian Broadcasting Corporation (CBC); 
Canadian content; Canadian Radio- 
television and Telecommunications 
Commission (CRTC); CBC television; pay- 
television; programming; television, 
commercial 


television, public. See CBC television 

television station, private. See television, 
commercial 

Telidon, 51, 119, 236, 244, 270. See also 
communications technology 

Tell, Diane, 236 

theatre arts, 185-186; Canadian content, 
171-172, Rec. 39; collective theatre, 
185; copyright law, 155; playwriting, 
169, 173, 185-186, 193, 199, 202, 203, 
215; role of the National Arts Centre 
(NAC), 190-193, Rec. 43; skill training, 
172, 180-181, Rec. 40. See also actor; 
director (performing arts); performing 
arts; writing 

theatre. See performing arts facilities 

Theatre for Young Audiences, 178, 190 

Thériault, Yves, 198 

Third World: cultural exchanges, 264, 
327-329, Rec. 93. See also Canadian 
Crafts Council; National Film Board 
(NFB) 

Thomson, Tom, 144 

ticket price. See box office 

Ticket to Heaven, 251 

Time, 225 

Times Literary Supplement, 330 

To Know Ourselves, 130, 330, 331 

Toronto: ballet, 181-182; Canadian Music 
Centre, 184; Playwrights Canada, 185 

Toronto Symphony, 189, 238 

Toronto, University of, 119 

tours, amateurs, 321-322, Rec. 90. See also 
Canadian International Cultural Rela- 
tions Agency (proposed) 

tours, performance, 71-72, 97, 182, 193, 
242; foreign tours, 318, 319-322, 
Rec. 90, 324-325, 332, 335-336; role of 
National Arts Centre (NAC), 189-192, 
Rec. 43. See also Canada Council Tour- 
ing Office; Canadian International 
Cultural Relations Agency (proposed); 
exhibition, traveling 

tours, writers, 97, 318, 321-322, 332-333, 
335-336 

“trade” house. See publishing 

training. See skill training 

translation (literature), 197, 208, Rec. 47; 
translator, 208, Rec. 46 

transmitters, terrestrial, 270 

Transport, Department of, 148 

Treasury Board, 18, 20, 23, 30, 39; in rela- 
tion to National Film Board (NFB), 265; 
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in relation to National Museums of 
Canada (NMC), 126; in relation to 
Public Archives of Canada (PAC) and 
National Library, 129, 132 

Tremblay, Michel, 199 

Tri-Level Arts Liaison Group, 50 

Triumph, 236 

trustees, public, 4-5. See also board member- 
ship 

TVA (Télédiffuseurs associés), 280, 299, 302 

TVFQ (Télévision francaise au Québec), 231 

TVOntario, 279, 308 

Twentieth Century-Fox Films, 257 

20-Year Plan: Department of External Affairs, 
323325 


umbrella organization, 49. See also service 
organizations 

Unesco. See United Nations Educational, 
Scientific and Cultural Organization 
(Unesco) 

union: performing arts, 170, 174; Canadian 
Broadcasting Corporation, 277-278 

United Kingdom, 22, 73; American television 
programs, 278; book and magazine 
publishing, 200, 215, 224; Canadian 
Studies, 331; film, 266; public use pay- 
ment, 204. 

United Nations Educational, Scientific and 
Cultural Organization (Unesco), 106, 
317, 326; Declaration of the Principles 
of International Cooperation, 317. See 
also Canadian Commission for Unesco 

United States: book and magazine 
publishing, 200, 215, 224-225; Cana- 
dian Studies, 331; cultural funds, 73-74, 
81, 86, 92; film, 249, 251-252, 257, 
266; Radio Canada International (RCI), 
332; sound recording, 242-243, 244; 
television advertising, 282-283; televi- 
sion programming, 270, 274, 278-280, 
284, 285, 290 

Universal Films, 257 

“universal pay” television, 93, 311. See 
also pay-television 

university. See post-secondary institutions 

university press. See publishing 

urban design and planning, 143, 162, 
166; urban planner, 158 

user charge, 77-78, 93. See also accessibility; 
box office; pay-television 
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Vancouver: Canadian Music Centre, 184; 
New Play Centre, 185 

“vertical” channels, 291. See also cable 

video: art, 145, 149, 150; game, 270-271; 
music, 270-271; screen, 31 

videocassette. See video retrieval systems 

videocassette levy (proposed), 244, 311; 
videotaping, 169, 270. See also 
copyright; taping, unauthorized 

videodisc. See video retrieval systems 

video production, 249, 256, 257, 260, 264. 
See also film 

video retrieval systems, 270-271; 
videocassette, 173, 244-245, 252, 265, 
274; videodisc, 173, 252, 265, 274; 
units, 270. See also copyright; taping, 
unauthorized; videocassette levy 
(proposed) 

videotex, 119, 205, 270. See also Telidon 

Vie des arts, 145, 153 

visual and applied arts, 31-32, 135, 143-166. 
See also visual arts; applied arts 

visual arts, 31-32, 135, 143-161, Rec. 34 to 
36, 319-320; artists, 154-161; 
categories of, 143. See also computer 
art; Contemporary Arts Centre 
(proposed); drawing; minimal art; paint- 
ing; performance art; photography; 
sculpture 

volunteers, 120-121, Rec. 25, 160. 
See also National Voluntary Organiza- 
tions 

voucher scheme, 73, 80-81, Rec. 11, 97; 
performing arts, 177; sound recordings, 
244, Rec. 60; writing and publishing, 
73, 230-231. See also Halfback scheme 
(Ontario) 


“war artists,” 144 

Warner Communications, 257 

Wilson, Ian E., 131 

Winnipeg: ballet, 181-182 

women, 9; Canada Council support for ar- 
tists, 160-161; income as artists, 154; 
in publishing, 199; Studio D, 256 

World Heritage Committee. See United Na- 
tions Educational, Scientific and 
Cultural Organization (Unesco) 

World Heritage List, 106 

writer. See writing 

Writers’ Union of Canada, 203 


writing, 197-200, 202-210, 231; book 
royalties, 203, 204-208, Rec. 45; Cana- 
dian content, 321; copyright, 98-101, 
155; nonfiction, 153-154, 204, Rec. 44, 
225; resource allocation, 83, 201, 
203-208, 212, 215, 218-219, 227: 
screenwriting, 251, 255; skill training, 
209-210, Rec. 48; “star,” 96-97, 198; 
stimulating demand for Canadian, 229, 
Rec. 53; storyteller, 202. See also artist 
and audience; author collectives; 
copyright; publishing; tours, writer 


Yellowknife, 72, 118 
Yukon, 117-118; broadcasting service, 275 


Me My * ay 


. ne 


ae 
Lk * 


ie 


ae) ee |) ‘Sah 
CP eet ae, - 
— y ‘ i ‘ oa é 


i] 
7 } : is af , a 
; 


r r = * 


i : 
r z hee Dh : ae ; 

| rhe bo Ae Pay f a} f oVip 
we Nea | Y hy L i ud? 4 


f 


rd : Ris | vgn 


wet oe 7 ; , oe oy 
;\: ae altaya 
I ; 7 fi ' Abs 


Sia 


bana 
ast ah ytd 


Haba by Decay Watt 


Neyiayny 


BOO A vas REDS Tra ip gO Bah PEO en 


. abu HR nets ° ‘ fee yi Dey a wales “ Loy wh ‘ , ‘ ‘ 
eo : DE a aH by ys $i ce f ‘ Nika : . : 5 
Pare OLE) x re SP Gp tin ane yt / ly t faesiae! When 
fie Nr ci RU aN i fee i 4 “ ae a i Dew hee 1 ‘ ’ ‘ : v 
Par ea cag ' 1 i i ug , $ y 4 ney i “ AY ' r ; 
qe neg G2 ar Ved op de yup u < y, y ’ - ‘ 


H i y t 
H ' 
| TN , 
Aa 
i iy 
< es 
/ 
ie 
| 


